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PREFACE.

IT is now six years since my work on “THE

VioLIN AND 1Ts FaMous MAKERs ” was received
with so much indulgence by my friends and admirers
of the leading instrument. The signs of approval
which have from time to time been brought under my
notice with regard to the publication of that book,
prompted me to again occupy some portion of my
leisure hours in the preparation of another volume,
treating of the remaining branch of the same
subject, namely : “The Violin and its Music.” I
need scarcely remark, that I am not unmindful of
the distinctive character of the two undertakings,
and of the wholly different knowledge necessary to
be brought to bear upon each.

In entering, however, upon a task so distinct

from my former one, it is, I feel, unnecessary to
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state that I should not have contemptated touching
the subject of the Music of the Violin had I not
in some degree a practical acquaintance with its
theme. Whether that knowledge has been made
use of in the preparation of the following pages in
a manner likely to instruct and amuse—and at the
same time to manifest that judgment which is
deferential without servility, and critical without

impertinence—is for the reader to decide.

14, PRINCES STREET,
LEICESTER SQUARE,

May, 1881.
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THE VIOLIN AND ITS MUSIC.

—_—

Scction £.—The Biol Bothir.

—

CHAPTER 1.

“ NOTHING made so great a denovement in
musick as the invention of horse-hair, with
rozin, and the gutts of animals twisted and dryed.
I scarce think that the strings of the old Lyra used
in either the Jewish or Greek times, which in latine
are termed nerves, were such, becaus it was more
or less piacular to deal in that manner with the
entra of dead animalls. Nor is it any where, as I
know, intimated of what materiall these strings were
made, but I guess they were metalline, as most
sonorous, or of twisted silk; nor is there any hint
when the Violl kind came first in use. Had the
Greeks known it, some deity, for certain, had bin
the inventor, and more worthily than A llo t
Harp, for it draws a continuing sound, e
able to all occasions and compass, with
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and no expense of breath. But as to the invention,
which is so perfectly novel as not to have bin ever
heard of before Augustulus, the last of the Roman
Emperors, I cannot but esteem it perfectly Gothick,
and entered with those barbarous nations setled in
Italy, and from thence spread into all the neighbour
nations round about, and now is in possession, and
like to hold it, as a principall squadron in the
instrumentall navy.”

These, then, were the opinions of King James
the Second’s Attorney General, the Hon. Roger
North, relative to the early history of the Viol, and
contained in a manuscript entitled, “ The Memoires
of Musick,” a work Dr. Rimbault rightly describes
as an exceedingly lucid and well-drawn sketch of
the progress of the art, from the period of the
ancient Greeks down to the commencement of the
eighteenth century. In ignoring Nero's fiddling
and the bow of Orpheus, our author has given us
evidence of his ability to separate fact from fiction
in his pursuit of truth; but let us follow him a little
further, keeping intact his diction and orthography,
the quaintness of which seems to be in harmony
with its Gothic subject.

“] doe suppose that at first it was like its native
country, rude and gross, And that at the early
importation it was of the lesser kind, which they
called Viola da Bracchia, and since the Violin; and
no better then as a rushy Zampogna used to stirr up
the vulgar to dancing, or perhaps to solemnize their
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idolatrous sacrifices. These people made no scruple
of handling gutts and garbages, and were so free
with humane bodys as to make drinking cupps of
their sculls. And when the discovery of the vertue
of the bow was made, and understood, the verfuos:
went to work and model’'d the use of it, and its
subject the Viol, with great improvement, to all
purposes of musick, and brought it to a parallel
state with the Organ itself. And by adapting sizes
to the severall diapasons as well above E la as the
doubles below, severall persons take their parts,
and consorts are performed with small trouble, and
in all perfection. The invention needs no encomium
to recomend it to posterity ; for altho’ it hath bin in
practise many hundred years, no considerable altera-
tions of it in forme or application have bin made
which any memoriall can account for. And now no
improvement is thought of or desired, but in the
choice of the materiall, and curiosity of the work-
manship. 1 shall take leave of the Violl with a
remembrance onely of a merry discovery of Kir-
cher’s in one of his windy volumes,* which is a note
added to the picture of a Lute and a Guittarre,
that the old Hebrews used to sound them with the
scratch of an horse tail bow.”!!

With this scornful allusion to Kircher's know-
ledge of the bow, we will close North’s Memoires of
Musick, staying but to call the reader’s attention
to what appears to be a singularly correct estimate

* Musurgia Universalis, 1650,
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of early bowed instrument history, and far-seeing
views of the excellencies of the Viol as a mechani-
cal contrivance.

That the Goths possessed a bowed instrument
which in succeeding ages gave rise to the Viol is a
supposition strengthened by evidence which has
accrued since the publication of North’s Memoires.
Whether the original of the true Viol “entered
with those barbarous nations settled in Italy, and
ultimately passed to other states,” is to my mind
a doubtful question, since it is almost certain that
the Viol in form and character nearest to that
of the sixteenth century was chiefly developed
where the Teutonic language predominated. What-
ever the Viol-germ may have been which the
Goths carried to Italy, that which they sowed
in Germany and in Spain was productive of results
far in advance of those of its Italian prototype, to the
period when the musicians of the Low Countries
immigrated thence. The value of this view of
Viol-history may be tested by simply comparing the
bowed instruments depicted in the paintings and on
the architectural monuments of the German and
Gallic nations, as far as the middle of the fifteenth
century with those of Italy.

Evidence of much weight bearing on the
German development of the Viol is found in the
Anglo-Saxon’s love of music.  The minstrel's
art was cultivated by this people with extra-
ordinary zeal, and they played bowed instru-
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ments of various kinds; among these was one of
oval shape having four strings, which they called a
Fithele. This love of minstrelsy and knowledge
of rude Fiddles, surely belonged not to the Roman-
ized Britons, and if not, the Anglo-Saxons must
necessarily either have invented this minstrelsy and
Fiddling, or brought these arts from their German
homes. In taking the latter view we follow Thomas
Percy, who asks in his celebrated Essay on the
Ancient Minstrels, *“ For if these popular bards were
confessedly revered and admired in those very
countries which the Anglo-Saxons inhabited, before
their removal into Britain, and if they were after-
wards common and numerous among the other
descendants of the same Teutonic ancestors, can
we do otherwise than conclude, that men of this
order accompanied such tribes as migrated hither,
that they afterwards subsisted here, though perhaps
with less splendour than in the North; and.that
there never was wanting a succession of them to
hand down the art, though some particular conjunc-
tures may have rendered it more respectable at one
time than another ?”

Though I have named the Goths as the
possessors of a bowed instrument which gave rise
to the Viol, I have done so for the sake of simplicity,
rather than from conviction; inasmuch as at this
distance of time, it would be-impossible to decide
which tribe of adventurers from the North first
bowed a musical instrument. This, however, is of
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small consequence, since they were but different
tribes of the same common Teutonic stock, and
spoke only different dialects of the same Gothic
language.

All bowed instruments down to the eleventh
or twelfth centuries must have been of the rudest
kind. It was not until minstrelsy, which the
Northmen introduced, became greatly extended and
varied in its character, that attention was bestowed
upon bowed instruments. That the Spanish Violars
and the Troubadours of Provence* contributed in
some measure towards the advancement of instru-
mental music is possible enough, but the chief work
appears to have been accomplished in Germany,
where Grimm tells us ‘“Far back towards the
thirteenth century, until which time nothing but the
long-drawn strains of old heroic poems had been sung
and heard, a wondrous throng of tones and melodies
resounds at once, as if arising from the earth. From
afar we fancy we hear the same key-note, but, if we
come nearer, no tune is like another. One strives to

* Macaulay has written of “The region where the beautiful
language ot the Oc was spoken, that country, singularly favoured by
nature, was in the twelfth century, the most flourishing and civilised
portion of Western Europe. It was in nowise a part of France. It
had a distinct political existence, a distinct national character, distinct
usages, and a distinct speech. The soil was fruitful and well-culti-
vated ; and amidst the corn-fields and vineyards rose many rich cities,
each of which contained a miniature of an imperial court. It was
there that the spirit of chivalry first laid aside its terrors, first took a
humane and graceful form, first appeared as the inseparable associate
of art and literature.” * Essays” Vol. I1L p. 107.
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rise above the rest, another to fall back and softly
to modulate the strain; what the one repeats the
other but half expresses. If we think, too, of the
accompanying music, we feel that this, on account of
the multitude of voices, for which the instruments
would not have been enough, must have been simple
in the highest degree. These poets called them-
selves Nightingales, and certainly no comparison can
express more strikingly than that of the song of
birds, their rich and unattainable notes, in which, at
every moment, the ancient warblings recur always
with new modulations. In the fresh and youthful
Minnepoesy, all art has acquired the appearance of
nature, and is, too, in a certain sense, purely natural.”
Such were the Minnesingers, the predecessors of
those mechanics in toil, and poets in repose, the
Mastersingers.

¢ As the weaver plied the shuttle, wove he too the mystic rhyme,

And the smith his iron measures hammerd, to the anvil’s chime ;

Thanking God, whose boundless wisdom makes the flower of

poesy bloom,
In the forge’s dust and cinders, in the tissues of the loom.”

Following the example of the Masons, who had
formed themselves into a corporation,—the same
which gave to Europe its sublime Gothic temples,
—the artizans of all trades divided themselves into
different societies. These incorporated mechanics
met together, and, after the disposal of civic business,
either read the chronicles of their country, or the
ancient Nordic poems and erotic ballads. Such
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meetings could hardly fail to suggest the idea of
entertaining the company with some composition of
their own, and thus was awakened the dormant spirit
of poetry in that unlettered age. The practical
overs of music and poetry belonging to these bodies,
formed the poetic corporation of the fourteenth
century, to which was given the name of the Master-
singers. The birth-place of this poetic phenomenon
was Mentz, thence it passed into the other cities of
Germany, particularly Augsburg and Nuremburg.
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CHAPTER II

THE Mastersingers link in the chain of musica]
history is indeed a most important one, and
rightly has it been said, “music and metre constituted
its essential elements, and civilization felt her march
quickened by their influence.”® It was they who
rescued music from its wanderings over the earth in
a state of semi-barbarism, and clothed it in the dress
of civilization. The Gothic Viol, which had roamed
with the Saxons to Britain, with the Goths to Spain
and Italy, under the influence of the Mastersingers
assumed a more definite shape, and became detached
from its companions, the Pipes and Shalmes, with
which it had been more or . less connected for
centuries. It no longer attended the minstrel in his
perambulations amid courts and revels, but became
the associate of honest burghers in peaceful cities.
Augsburg and Nuremburg have been mentioned

as the strongholds of the Mastersingers, and it is in
the annals of these cities we discover evidence of
extraordinary musical progress. At Augsburg lived
Hans Froschauer, he who first gave to the world
music printed from wood blocks, which Petrucci, at
Venice, at the end of the fifteenth century, improved

* Retrospective Review, Vol. X.
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upon, by using moveable type: which system was
imitated first in Germany, by Ernard Oglin, of
Augsburg, in the year 1507. Turning to the City of
Nuremburg in the heyday of the Mastersingers, we
find it was one of the most flourishing centres of
commerce in Europe ; from its trade and manufactures
it derived enormous wealth, which, as usual,
caused art to wait on affluence. Poets, Musi-
cians, and Painters flocked thither, to give play
to their genius, by sharing in its prosperity; within
its walls lived Hans Sachs—the friend of Martin
Luther—-the son of a barber, and himself a cobbler;
whose prolific pen produced upwards of four thou-
sand master-songs! more than two hundred
comedies and tragedies! and nearly two thousand
comic tales! An herculean labour, though judged by
the then existing standard of merit. Amid the
musical life of old Nuremburg often dwelt Paul
Hofhaimer, the Emperor Maximilian’s famous
organist, he who figures in the picture of the
Triumph of Maximilian, limned by the hand of him
whose name is indelibly written in the annals of the
Bavarian city—Albert Durer. .

We have more than a passing interest in this
greatest of German painters, since he has left us
several representations of the Viol in his paintings
and engravings, which serve as a key to the character
and popularity of the instrument in the fifteenth
century, and further, if I mistake not, he was himself
a Violist; but there is yet another item of interest
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not to be passed over in connection with Durer and
our subject, in the fact that Hans Frey, the famous
maker of Lutes and Viols at Nuremburg, was his
father-in-law. Hans Frey is said to have amassed
considerable wealth from his manufactures, a circum-
stance which points to the extensive use of such
instruments in those days; and yet further shown by
his not being alone in his trade; Fritz, Gerle, and
others whose names and works have long since
passed away, had also their Viol and Lute patrons.
Turning to the cultivation of practical composition,
we find the Germans among the earliest in the field.
As far back as the eleventh century, they had their
Magister Franco developing the principles of modern
rhythm, and planning the time table. Until then no
characters existed to distinguish or mark time, and
written music in parts consisted of note against note,
or sounds of equal duration. It is needless to follow
in these pages the course of German musical history
from Franco's time to that of Paul Hofhaimer, a
period of some five hundred years; it is sufficient to
know that Hofhaimer was Germany's first great
musical genius, and honoured as such, as the
following estimate of his abilities from the pen of
Luscinius shows :—* Nor is he more remarkable for
skill in his profession, than for the extensiveness of
his genius, and the greatness of his mind; Rome
owes not more to Romulus or Camillus, than the
musical world does to Paulus Hofhaimer. His
style is not only learned, but pleasant, florid, and
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amazingly copious, and withal correct; and this
great man, during thirty years, has sufiered no one to
exceed, or even equal him. In a word, what
Quintilian says of Cicero, I think is now come to
pass, and a person may judge of his own proficiency,
according as he approves of the compositions of
Paul, and labours day and night to imitate them.”*
Possessed of such transcendent abilities, Hofhaimer
was indeed worthy of Durer's portrayal, and of
being regarded as a corner-stone in the structure
of early German music.

Contemporary with Paul Hofhaimer was another
great German contributor to the furtherance of the
musical art, whose labours perhaps bore more
directly on its progress than those of any musician
of his time. It is to Heinrich Isaac I refer, since it
was he who carried his German art among neigh-
bouring nations, thus helping to develop the merits
of each, by combination with the beauties of others.

As evidence of the extent to which music was
cultivated and patronized in Germany at this
period, we have but to note the interest taken in the
art by the Emperor Maximilian, and likewise by
Albert the Fifth, Duke of Bavaria, the friend and
patron of Orlando Lassus, the famous Netherland
composer. The music establishment of the Bavarian
Duke was evidently conducted on a grand scale, for it
is recorded there were upwards of ninety musicians

* Luscinius, “ Musurgia seu Praxis Musicce, Strasbourg, 1536.”
—See Hawkins’ History.
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engaged, many of them being men of much emi-
nence, and so kindly were they treated by the Duke
that it is written, “had the heavenly choir .been
suddenly dismissed, they would straightway have
made for the court of Munich, there to find peace
and retirement.” This establishment furnishes us
with some notion of the musical arrangements of
the time. It would appear that for general pur-
poses the wind and brass instruments were sepa-
rated from the strings; the former accompanying
the mass on Sundays and festivals. In the chamber
all took part in turn. At a banquet the wind
instruments were used during the earlier courses,
and afterwards the stringed instruments were
introduced. This description of the use to which
the Viols were put would seem to accord with
Montaigne’s, in his journal, written in 1580, where
he says he heard, at Kempster, in Bavaria, one of
the ministers preach to a very thin congregation,
and “when he had done, a psalm was sung to a
melody a little different from ours. At each stave
the organ (which had been but lately erected) played
admirably, making a kind of response to the
singing.” Further on Montaigne adds, “As a
newly-married couple went out of church, the
Violins(?)* and Tabors accompanied them.” Though
it would appear from these extracis that Viols were
not used inside the German churches at this date,

* Dr. Burney concludes from this passage that Violins were
common in Germany.
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it must not be forgotten that the Council of Trent
had already been discussing the subject of Church
reform in its relation to music, and had probably
banished them from the servicee Whether Viols
took part in the music of Hofhaimer, Lassus, and
other men of the time, I know not, but I am inclined
to believe they helped the vocal. Be that as it
may, it is certain that Viol tablature existed in
Germany, the Netherlands, France, Italy, and in
England. Whether the Viols of these countries
were identical is a question to be considered later.
The earliest book on the Viol I have met with is
that of Carmine Angurelli, published at Verona in
1491, now in the possession of Mr. Bernard Quaritch,
which contains a woodcut of a seven-stringed Viol
without middle bouts, and having a head with the
peg arrangement similar to that of the Spanish
Guitar, all of which points to a development inferior
to that depicted by Albert Durer in the hands of
the Mastersingers. There is no notation of any
kind throughout this early Italian book. A few
years later, however, we find Viol tablature issued
from a Venetian press. In France as early as 1502,
Viol tablature existed, and also a book on the Viol,
dated 1547. Notwithstanding that no German Viol
book is in existence dated so early as that of the
Italian Angurelli, published at Verona in 1491, or
those published in France, I do not consider we
should therefore credit the French and Italians with
a greater knowledge of the instrument. The test of
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superiority turns wholly on shape and form, and
there is no question but the Mastersingers’ Viol of
Durer’s time was more highly developed than either
that of Italy or France at the same period; and
being so we have every reason to assume that
Germany possessed Viol writings earlier than
those nations, but that accident has deprived us
of them.

According to Hawkins, the earliest intimation of
instrumental music in parts, is contained in a book
written by a Spanish Dominican in 1570, named
Thomas a Sancta Maria, the title of which is “ Arte
de tanner fantasia para tecla, viguela y tode instru-
mendo de tres o quatre ordenes.”

Later research has brought to light a German
work dated half a century earlier. Schmid, in his
work on Petrucci, describes this curious book as
written by Hans Judenkiinig, of Vienna, and pub-
lished there in 1523 by Hans Syngriner : the text is
in German and Latin, the music consisting of little
symphonies, songs, and dances, with tablature for
Lute and Violin (Geygen) in separate parts. It has
. the following title:—“Ain schone Kunstliche Under-
weisung in diesem Bucchlein, leychtlich zu be
greyffen, den rechten Grund zu lernen auff der
Lautten und Geygen.”

I regard this book as a key which opens the way
to the birthplace of the instrument mainly concerned
in these pages—the Violin. On its title-page we
have probably the earliest mention of the Geygen
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or Geige which time has preserved to us. Now,
believing that the family of the German Geige
played a far more prominent part in the formation
of the Violin than any of the Italian or German
families of the Viol, is the cause of the importance I
attach to this book as a piece of weighty historical
evidence in relation to the birthplace of the leading
instrument. In giving this prominent position to
these Fiddles, I do not claim for them a more
honourable descent than that of the Viols, believing
both families owe their existence to a common
ancestor, which was none other than that barbarous
bowed contrivance which Roger North informs us
the rushy Zampogna used “ to stir up the vulgar to
dancing,” and was played upon at idolatrous sacrifices.
Whether the descent was /linexl or collateral is a
question of Fiddle heraldry not easily decided; but
I am inclined to think the transmission was in a direct
line, and that the “ Chelys” or early German Double
Bass of Ottomarus Luscinius, and drawn by Albert
Durer, was a branch of the rushy Zampogna in-
strument’s direct descendants formed by an alliance
with the monochords, a family which preserved its
lineage down to the Marine Trumpet.*

* Mersznnes says, “ The instrumznt commonly called the Marine
Trumpet, either bzcause it was invented by seamen, or because they
make use of it instead of a Trumpet, consists of three boards so joined
and glued together, that they are broad at the lower end and narrow
at the neck, &c. &c. Of the six divisions marked on the neck of the
instrumant, the first makes a fifth with the open chord, the second an

octave, and so on for the rest, corresponding with the intervals of the
Military Trumpet.” —“ Hawkins’ History.”
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The fretted Geige serving well for the rendering
of acute sounds, and giving them in quick succession,
the extreme of these qualities would be next sought
for rather than attempting to discover a contrivance
fitted to produce intermediate sounds. To attain
this object, it would appear only necessary to apply
frets apd extra strings to the monochord, and render
its form suitable for carrying additional strings.
Judging from the earlier drawings of the Chelys, it
seems to have had a flat bridge, thus causing the
bow to strike all the strings together. As the
knowledge of bowed instruments increased, the
disadvantage of this arrangement would naturally
present itself, and the curvature of the bridge be
introduced to correct it. The arching of the bridge
brought about a radical change in the shape of the
body of the instrument, which was the introduction
of the centre curves or middle bouts, without which
the bow could not have command of the outer
strings. These centre curves which were introduced
from necessity, gave rise to others in the earlier
stages of re-formation, for the sake of ornament, and
by these successive steps, the box-like bowed instru-
ments of early days became the curved and graceful
Viols of the sixteenth century.

Though the primitive German Geige is here
represented as having formed the basis of Viol
development, it is not intended to convey the idea
that its independence was sacrificed to the Viol. On
the contrary, the Geige undoubtedly held its course
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through successive generations of wandering musi-
cians with whom it was allied at the period of its
own creation, until its strange destiny associated it
with the greatest of all conversions in relation to
bowed instruments, namely, its own transmutation
into the Violin of four strings, tuned in fifths.

That an apparently contemptible little instrument
—the companion of the juggler, the fool, and the
dance—-should be looked upon as having paved the
way to the absolute dominion which the Viol exer-
cisted over bowed instruments for centuries, and
finally dethroning it, and becoming itself the king of
instruments—the Violin—may seem but a flight of
fancy, but evidence is not wanting in support of the
assumption.
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CHAPTER IIL

EN QUIRY renders it clear that not far removed

from the period of the fall of the Roman
Empire, the chief European nations possesseda bowed
instrument which, to avoid troubling the reader with
a confused nomenclature, we will call a barbarous
Fiddle. Among the Anglo-Saxons, in France, Spain,
and Italy, such an instrument existed. Its shape
often varied with the different nations that fostered
it, but its character and the purpose to which it was
applied were identical. The Fithele of the Anglo-
Saxons, the Rebec of the French, though less savage
than their progenitor, were but vulgar Fiddles, and
lived in the same company, that of the dance and
mirth. It is, however, not until we seek the corre-
sponding Fiddle among the Germans that we dis-
cover it bearing a title which throws a direct light
upon the history of its kind. The Teutonic name
Geige apparently carries with it, the meaning of
the instrument. In the early ages of mankind
dancing or jigging must have been done to the
sound of the voice, next to that of the pipe, and
when the bow was discovered, to that of a stringed
instrument which was named the Geige from its
primary association with dancing; and unless it
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can be shown that fiddling preceded jigging—
which surely would be somewhat difficult—the instru-
ment found its name in the dance, and not the
dance in the instrument.

The value of the title Geige as historical evidence
of the instrument bearing that name having merged
into the perfect Violin, has yet to be noticed. I
have already remarked in effect, that the barbarous
Fiddle, whether the Geige, Fithele, or Rebec, was
not sacrificed at the shrine of the Viol, but went on
its way merrily, playing dance and jig, heedless of
the grave and superior duties fulfilled by its own
creature, the Viol. Long before the time when the
Viol's vocation had passed away, the resources of
the merry Fiddle were gradually but surely being
developed. No longer was its music alone heard
amid fools and jugglers, the halls of prince and
potentate resounded with its strains. As the sound
of the Viol died away, the voices of other instru-
ments, the offspring of the merry Fiddle, were heard.
It is here we have the chief evidence of Germany's
part in the development of the foremost member of
the stringed instrument family; for it was the
Germans who, in the early years of the sixteenth
century, possessed the descant, tenor, and bass
Geigen.* It is, however, the retention of the name
Geige by the Germans which strikes .us as remark-
able, and as pointing to the connection of the old
three-string Geige and the modern Violin. An

* Martin Agricola mentions these in his work on Music, 1545.
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.

instrument in a perfect state, having the same name
and put to the same use, namely, the rendering of
dance music, as a rude stringed instrument, centuries
earlier, would seem to have had its origin in its rude
namesake.

Whether the modern Geige or Violin, having
four strings tuned in fifths, originated with the
Germans or the Italians, is a question not easily an-
swered. The Italians have the advantage of existing
evidence in Violins by the Brescian and Cremonese
makers, whereas no such evidence existing or re-
corded can be used for the Germans. In written
music for the instrument the Italians possess a
similar advantage. Though these facts cannot be
disputed, I am disinclined to admit that Italy is
entitled to claim the whole merit of perfecting the
instrument.

It must not be forgotten that the earliest steps in
all the arts are for the most part pre-historic. We
know much of Corelli, a little of his immediate pre-
decessors, and nothing of those beyond. It is pre-
cisely the same with the makers of Violins. The
names and works of Gaspard di Salo and Andreas
Amati are familiar to us, but we are left in compara-
tive ignorance of the founders of Italian Viol making.
We have nothing but indirect evidence to guide us
to a knowledge of this manufacture ; such testimony,
however, in its bearings upon the questior;, is not
wanting in interest, and is worthy of our attention.

Starting with the direct evidence of the Italians,
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we have Pietro Dardelli making Viols at the end of
the fifteenth century* at Mantua. That Dardelli was
undoubtedly Italian his name sufficiently shows.
At Brescia, a little later, Gaspard di Salo was
making Viols. That he made a Violin in 1566 is
shown from an instrument sold at Milan in 1807
bearing that date. Andreas Amati made also Violins
at Cremona about the same period. Turning to the
music of the Italians we have the fact that Gabrielli
published at Venice, in 1587, Church madrigals, on
the title-page of which the Violin is mentioned. I
do not think it is possible to cite earlier reliable
evidence of Italian Viol and Violin making, or of
Italian music adapted to the leading instrument, than
that given above. The manufacture of bowed
instruments of a superior kind clearly took root in
Italy about the commencement of the sixteenth
century. That this manufacture had its rise in the
music of the Italians, I am unable to believe. In
following the course of musical progress in Italy, the
indirect evidence of German Violin creation becomes
more valuable. If we seek for the chief cause of the
early growth of the Italian Viol manufacture, we shall
find it in the madrigal; the question naturally
follows, “Where was this species of composition
nursed during its infancy ?” We answer—* In the
Netherlands.”

Upon turning to the musical records of the Low

* The Italians made Viols much earlier, but Dardelli seems to have
been the first maker of instruments worthy of the name,
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Countries, we cannot fail to discover the connection
between the Germans and the Lowlanders with
regard to music, when the art was in what may be
called a bulbous state. The progressiveness which
manifested itself in Germany about the middle of the
fifteenth century, had its counterpart in the Nether-
lands. There was a seeming interchange existing
between these musicians, for we find famous Germans
lived in the Netherlands, and greater Netherlanders
in Germany. Towards the close of the century,
however, Germany was left behind, and then it was
that the development of the Viol took place, which
the Netherlanders’ madrigal gave rise to. Now it
is worthy of note, that the people of the Low
Countries were much addicted to playing the Viol.
We see this in the names of Dutch and Belgic
Violists in the lists of different orchestras, but I am
unable to discover much evidence of Viol manufacture
among them. The major part of the instruments
we meet with date from Nuremburg, Konigsburg,
and Hamburg, which points to the Germans having
had the lead of the trade in their hands.

Turning to the earliest makers of Viols in Italy,
we find among them names foreign to the language
of the Italians: Joan Kerlin, who is said to have
worked at Brescia, is one of these. This maker is
credited with having made a species of Geige,
having four strings, dated 1449.* If this could
be authenticated by the production of the instru-

* Fétis, Notice of Stradiuarius.
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ment, and the maker’s home traced to Germany,
but little would remain to be done in order to
render it clear that the four-string Violin originated
in Germany. In the absence of such evidence,
it is necessary to search further for German-
sounding names in the Italian Viol manufacture
of the early part of the sixteenth century. In that
of Duiffoprugcar we appear to find that which we
seek. In tracing this name to the German one of
Tieffenbrucker, I cannot think M. Wasielewski* can
be charged with going out of his way in order to
connect this early maker with Germany. Though it
has been said that we have proof of Duiffoprugcar
having made Violins, in certain instruments bearing
his name, dated 1511, 1517, and 1519, I am quite
unable to believe in the genuineness of any reputed
specimens brought under my notice; and I have
seen all worthy of attention. At the same time I
consider we have good grounds for thinking that
Duiffoprugcar played no unimportant part in the
transformation of the old Geige into its new
namesake.

In following the manufacture to Cremona, we
discover an item of evidence which, in my opinion,
tends to strengthen Germany's part in the formation
of the Violin. [ refer to the circumstance of Andrew
Amati having madec a three-string Violin in the year
1546. lere we appear to have conclusive proof of
German influence, since this instrument must have

* “Die Violine in XVI1, Jahrhundert.” Bonn, 1874.
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been but a modification of the Geige if not actually
the instrument itself. This fact, taken together
with the German-sounding names of the early Viol
makers located in Italy, and the magnitude of Viol
manufacture in Nuremburg, Konigsburg, and Ham-
burgh, as compared with that of Italy, seems fully to
justify the throwing of these side lights upon the
question ; and thus giving to the Germans more
credit than their direct evidence entitles them to
receive in relation to the part they took in the
formation of the leading instrument.

It is, however, needless to pursue this branch of
our subject further, since, when all has been said,
we must admit that whatever shape the Teutonic
Fiddle assumed towards the middle of the sixteenth
century, it must have been rude and gross when
compared with that of the Italians a few years later ;
for the art of making Viols and Violins, whether of
three or four strings, followed in the march of Paint-
ing, Poetry, and all the Arts, to Italy, there to receive
that artistic grace and completeness which no other
nation but the Italian could bestow.

The cursory view we have taken of the progress
of Music in Germany, in the preceding pages, may
help the reader to a better understanding of the
earlier steps in that branch of the Art which mainly
interests us ; and enable him to gauge its develop-
ment generally among the Germans. Sufficient
has been said to show that the progress which
made itself felt in Germany with regard to Litera-
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ture, at the close of the fifteenth century, was
probably not greater than that of Music at the same
period. The Schools and Universities, the formation
of Public Libraries, the encouragement of intellectual
and liberal Princes, all tended, however indirectly,
to give an impulse to the Art, which seems to have
been borne rapidly onwards; when the wars broke
forth which devastated the land and checked its
course, leaving the Germans to seek advanced musical
knowledge in the Schools of Italy, which, in the
meantime, had made extraordinary strides under the
original guidance of the Musicians of Germany and
the Netherlands.

It is at this point, therefore, we must leave the
Viol Gothic, and follow the course of Viol History
among the Netherlanders and Italians, and next
take up the German thread of our subject after the
period of the Thirty Years’ War.




Section XXE.—The Viol in the fetherlands.

CHAPTER 1.

“ HOLLAND and Flanders, peopled by one race

vie with each other in the pursuits of civili-
zation. The Flemish skill in the mechanical and
in the Fine Arts is unrivalled. Belgian Musicians
delight and instruct other nations. Belgian pencils
have for a century caused the canvas to glow
with colours and combinations never seen before.”*
Such is the historian’s account of the condition
of the Arts in the Netherlands at the close of the
fifteenth century. ~With whatever hesitation we
may at first feel disposed to accept such an estimate
of Belgic progress, enquiry will banish all doubt as
to its correctness. To be sceptical is at least par-
donable when it is remembered how frequently we
have been led to regard Italy as the sole cradle
of the Arts.

In lifting the veil which has hidden the inner
life of the people of the Low Countries, about the
period of the Renaissance, merit long denied them
has been made theirs beyond all question. That
this has been the case with regard to their Music

* Motley’s “ Rise of the Dutch Republic.”
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their midst, born Netherlanders dedicating their
powers to the cause of Art, throwing light where all
was darkness—the idols of other nations—sufficiently
demonstrates that the account of the condition of the
Arts in the Netherlands which heads this Chapter
is in no way overdrawn. :

The growth of the Arts cannot but be slow
during infancy, no matter where they take root. It
may therefore be inferred that it must have taken
the best part of two centuries to have attained to
that degree of excellence which the historian credits
the Netherlanders with towards the close of the
fifteenth century. It is perhaps not possible to go
further back than to the twelfth century for the
rudiments of what we term the Science of Music.
That the Musicians of the Low Countries made
use of these rudiments with greater success than
their brethren of other nations, is now generally
admitted. It was not, however, until the beginning
of the fourteenth century that Counterpoint was
introduced. To Jean de Muris, who is said to have
flourished about 1330, seemingly belongs the credit
of introducing the system of notation by points or
pricks. The adding of one set of points to another
signified the performance at the same time of various
melodies agreeing in harmony—hence the term
Counterpoint. The nationality of Jean de Muris
appears to have been a vexed question. He has
been claimed as an Englishman, but there is little
doubt the claim had no foundation in truth. Apart
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from his patronymic, the state of music with us in
the days of Edward the Black Prince was certainly
not sufficiently advanced to admit of the reception of
contrapuntal laws. The road opened up by De
Muris was soon trodden by William Dufay (the
earliest composer of masses written in counterpoint),
by Binchois, and others, comprised under the
designation of the Old Netherlands School of
Music.

The people of the Low Countries were at a very
early date attached to pursuits of an elevating and
humanizing character. They had in the fourteenth
century their various trade associations and guilds
of rhetoric; the members of the latter belonging for
the most part to the working section of the com-
munity; but sometimes they had enrolled among them
men at the top of the social scale, as instanced by
Philip the Fair having been a member of their body.
They were essentially associations instituted for the
very laudable purpose of occupying the leisure time
of their members with useful and rational amuse-
ment, the drama and music receiving much atten-
tion. The passion for rhetorical display among the
Netherlanders was fed mainly by these associations,
and during two centuries their friends and foes were
deluged with its showers, whenever an opportunity
seemed to present itself.

Tritely does Mr. Motley tell us “no unfavourable
opinion can be formed as to the culture of a nation
whose weavers, smiths, gardeners, and traders found
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the favourite amusement of their holydays in com-
posing and enacting tragedies or farces, reciting their
own verses,or in personifying moral and asthetic senti-
ments by ingeniously arranged groups or gorgeous
habiliments. The cramoisy velvets and yellow satin
doublets of the court, the gold brocaded mantles of
priests and princes, are often but vulgar drapery of
little historic worth. Such costumes thrown around
the swart figures of hard-working artisans, for
literary and artistic purposes, have a real signi-
ficance and are worthy of a closer examination.”
The taste for the drama and music was thus
stimulated among a large and important section of
the population, and its effects were not only felt by
those brought under its immediate influence, but
extended to others at a more distant date. Here we
have the body of a people deriving pleasure from
pursuits which in other countries failed to enlist often-
times the sympathies of the higher classes. When we
reflect for a moment upon this evidence of culture
we cannot fail to recognise its vast importance.
Associated with these Chambers of Rhetoric
was an order that combined Oratory with Music,
the original of which is apparently traceable to the
Mastersingers of Germany. At Louvain, where the
standard of culture was seemingly elevated, the
city possessing a University as early as the year
1423, wherein the Law, Medicine, Theology, and the
Arts were cultivated, existed at the close of the
fifteenth century a “ Musical Society ” which could
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boast of an orchestra—composed of a Harp, a Flute,
a Viol, and a Trumpet.* Mention of these instru-
ments at this early date is interesting, without staying
to enquire whether their tones were ever heard in
combination. That this refers to a branch of an
Association of Rhetoric seems clear, and it is in
these branches we are interested as bearing upon
the progress of Music at this period, since to their
influence is traceable the extended cultivation of the
Art among the Netherlanders during the next cen-
tury. From these Chambers emanated the multi-
farious arrangements for the conduct of the city
processions and entertainments in the management
of which the Netherlanders were unequalled, causing
them to become the instructors of other nations in
these matters. In their plays and pageants, instru-
mental music was introduced. At first it was doubt-
less of a rude description. Those instruments fitted
to make the most noise were selected, such as the
Bagpipes, and other wind mediums of sound; but in
course of time, as their pageantry became artistic,
these were supplemented or replaced by others,
among which were bowed instruments of the kind
common in Germany, which was a large Bass instru-
ment suited for sustaining the fundamental harmonies.
This Bass Viol I cannot but regard as the parent
of those ushered into existence with the Motett
and Madrigal.

It is unnecessary in these pages to trace the

* Lavoix Fils, “ Histoire de 'Instrumentation,” Paris, 1878.
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course of musical progress further than is needed
to render tolerably clear those parts of it which
touch upon instrumental music, and more particu-
larly that for stringed instruments. That Okeghem
opened up what is called the new school of
Flemish Music; that he carried the art of writing
Canons to a lofty height; that his illustrious pupil
Josquin (whom Burney names “ The Father of
Modern Harmony ”) took up the standard of musical
excellence borne by his master, and planted it at
such an altitude as to gain for him the plaudits of
the whole musical world, past and present, that he
wrote Masses and Motetts of extraordinary excel-
lence, form the chief historical facts which may be
noticed without becoming tedious.




Section XX —The Biol in the Retherlands.

CHAPTER 1L

UPON comparing the condition of Instrumental

Music at the commencement of the sixteenth
century with that of Vocal, it will be seen that they
had not progressed in the same ratio. The genius
of the early contrapuntists was wholly spent upon
Vocal Music, and it was not until considerable strides
had been taken towards perfecting this branch of the
art, that instruments received attention from com-
posers. That it should have been so, is not difficult
to understand when we reflect that the voice is
Dame Nature’s instrument, and in rendering it
subject to rules and regulations then laid down,
the old masters found therein sufficient occupation
without burdening themselves with the Music of
instruments, which in their then imperfect state was
but an indifferent copy of the original. Much re-
mained to be accomplished in the manufacture of
musical instruments to permit of their being brought
under the civilising influence of the old contrapun-
tists; it was therefore necessary for Instrumental
Music to follow in the wake of its vocal companion
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until such improvements had been effected as would
fit it to pursue a distinct and independent course.

The use to which instruments were put in the
fifteenth century was that of accompanying the dance,
making martial music in processions, and rendering a
semi-barbarous accompaniment to the voice. The
performers were left free to play upon them as fancy
prompted; in short, their accompaniments were
rude improvisations, and their melodies and dances
were but the popular ditties of the period rendered in
a very free manner.

That the Viol was used in the Music of the
Church as an adjunct to the voice long before any
written music existed for the instrument may be
assumed from the variety of forms and sizes we see
given to Viols in early prints, which variety evi-
dences the aim of the masters of the fifteenth century
to assimilate the Viol with the different registers
of the human voice, as also the indefinite condition
of the instrument in the days of old Flemish
masters.

Instruments of some kind or other had been
pressed into the musical service of the Church from
a very early period, for we are told that Saint
Thomas Aquinas in the thirteenth century denounced
the practice of employing them as “tending to stir
up the mind to delight, than frame it to a religious
disposition.” Notwithstanding, however, this and
other anathemas, the custom grew apace, culminating
with the Reformation. It happened that the Refor-
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mers were not alone in their denunciation of the then
existing musical arrangements in connection with
the Church. Their voices were joined by those of
some high dignitaries of the orthodox faith; since
Cardinal Cajetan complained that “ With the noise
of organs, and the clamorous divisions and absurd
repetitions of affected singers, which seem, as it
were, devised on purpose to darken the sense, the
auditors should be so confounded as that no one
should be able to understand what was sung.”
Erasmus—a votary of Music in his youth—steered
a course betwixt that which was deemed orthodox
and that which was regarded as heretical, said
“What notions have they of Christ who think He
is pleased with such a noise?” These, then, were
the opinions that were rife in reference to Ecclesias-
tical Music about the period of the Reformation.
When we take into account the character of the
Flemish Ecclesiastical Music written during the
fifteenth and sixteenth centuries, we are led to
believe that the innovations which were so loudly
complained of, had their rise in the Netherlands,
and passed into Italy with the Flemish musicians.
The extraordinary number and magnificence of the
Gothic sacred buildings spread over the Low_Coun-
tries prior to the Reformation, evidences the Nether-
landers’ influence in this direction; and though it
may not be wise to gauge the depth of a nation’s
piety by the number of edifices raised for religious
purposes, we can measure the extent and depth of
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artistic work necessarily attending such erections.
The lavishness of architectural ornament, the mar-
vellous display of the genius and skill of Flemish
painters, was sought to be equalled by the grandeur
of the Musical service. “All that opulent devotion
could devise in wood, bronze, marble, gold, precious
jewellery, or sacramental furniture had been profusely
lavished.” “The vast and beautifully painted windows
glowed with Scriptural scenes, antique portraits,
homely allegories, painted in those brilliant and
forgotten colours which Art has not ceased to deplore.
The daylight melting into gloom, or coloured with
fantastic brilliancy, priests in effulgent robes chanting
in unknown language the sublime breathing of choral
music, the suffocating odours of myrrh and spike-
nard, suggestive of the Oriental scenery and
imagery of Holy Writ, all combined to bewilder
and exalt the senses.” This vivid description of
the interior of Antwerp Cathedral serves to convey
some idea of the splendour of the sacred buildings
in she Netherlands. Such were the churches at
Tournay, Ghent, Utrecht—where the youthful voice
of Erasmus had been heard in the chorale—and
many others throughout the land.

It was in these sublime monuments of Gothic
Art, raised by the combined efforts of a nation’s
skilled artizans, prompted by strong religious
feelings, that the music of these highly-gifted Belgic
composers was heard. No effort was spared to
enrich the harmonies, the organ was deemed in-
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sufficient, the voices were supplemented by the
nasal sounds of the Viol, secular melodies were
introduced of a florid character, with their secular
words sung by the chief voice, whilst the other
voices were heard singing to the words of the mass.
The words, sacred or secular, were not considered,
notes alone were esteemed as tending to increase
that display which had been gradually developed
during two centuries; but the time was at hand
when this singularly free mode of conducting the
service of the Church was to be abandoned. The
school of Church music which arose and flourished
in the Netherlands, crumbled and fell, and a portion
of its ruins served Palestrina in the construction of
his glorious work.*

It is hardly possible to imagine that the music
of the Church in the Netherlands could have been
developed in the manner described without affect-
ing that of the chamber; indeed it is certain that the
domestic music of the low countries received similar
scientific treatment to that bestowed on sacred
music, if such florid writings may be described as
sacred. It is also generally admitted that it was the
first domestic music allied to musical learning, which

* J. R. S. Bennett, in one of his admirable contributions to Grove’s
“ Dictionary of Musicians,” remarks, “ The simplicity of Lassus’
Church music as early as 1565, shows that the story of the causes
of Palestrina’s revolution must no be accepted too literally,”
and again, “the simple Church music did not indeed take the place
of the older and more elaborate forms of the Josquin period at a few
strokes of Palestrina’s pen.”
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renders it historically peculiarly interesting. What
the position of the Viol was in relation to this music
is uncertain ; that it was used in connection with it
there is every reason to believe, though in a manner
precluding its recognition by the learned composers.
The character of the instrument at this important
period in the history of chamber music was probably
but little changed from that of the Viol of the
Mastersingers, and accompanied the voice with
the same degree of licence. In this state it most
likely remained for a considerable length of time,
ultimately ; however, as the home music of the
Netherlanders was advanced, certain changes were
effected in the form and construction of Viols,
rendering them capable of taking parts of more
importance in such music. Whatever these variations
in form and shape may have been, I am disposed
to think that they were not of a trivial kind, even
when thought of beside those effected in Italy after
the musicians of the Netherlands had succeeded in
making the Madrigal a great power in music.

I have before remarked that the earliest steps in
Art are for the most part pre-historic, and therefore
do not think we should hastily conclude that it was in
Italy where Viols were first made—in their relation
to the Madrigal—to conform to the tones of the
different voices, by dividing and sub-dividing the
length of string, until each voice had its representa-
tive Viol. It is certain such divisions were rendered
complete in Italy, and are traceable to the Italian
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Madrigal, when for the sake of variety the singers
ceased singing their Madrigal parts, and performed
them on their Viols. But this most interesting in-
novation on the part of the Viol of taking to itself
the music of Nature’s organ, must surely have been
brought about by successive steps in the instrument’s
development, which are no longer visible; and I see
nothing unreasonable in believing that these early
steps were taken in the Low Countries, long prior
to the time when the Madrigal was taken to
Italy. That a Viol-playing people like that of the
Netherlands of the fifteenth century, the originators
of scientific domestic music, the creators of the
true Madrigal, should have carried their music and
their Viols to Italy without having previously con-
tributed in some measure to that knowledge which
enabled the Italians to perfect the family of the
Viol, is difficult to realise.

Towards the close of the fifteenth century com-
menced that departure of Netherland musicians to
Italy, the full effects of which was to fall upon
the Musical Art in after ages. These men carried
with them the accumulated work of two centuries,
ripe for the reception of that adornment -which was
then being bestowed upon painting and other arts
by born Italians, or aliens under the influence of
Italy’s climate, its people, and surroundings. Their
art had been scientifically developed in the Nether-
lands to a degree to which no other nation could
in any way lay claim. It had reached to its
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full extent of growth in the soil upon which it fed,
and needed transplanting to flower afresh; and no
country was better adapted to nurture it than the
Italy of the first half of the sixteenth century,
where Macaulay tells us “knowledge and public
prosperity continued to advance together. Both
attained their meridian in the age of Lorenzo
the Magnificent.” * Restored to supreme peace
and tranquillity, cultivated no less in her most
mountainous and sterile places than in her plains
and more fertile regions, and subject to no other
empire than her own, not only was she most abun-
dant in inhabitants and wealth, but in the highest
degree illustrious by the magnificence of many
princes, by the splendour of many most noble and
beautiful cities, and by the seat and majesty of
religion—she flourished with men pre-eminent in the
administration of public affairs, and with genius
skilled in all the sciences, and in every elegant and
useful art.”* Such was the condition of Italy when
the musicians of the Netherlands flocked thither,
and to its many princes both they and the musicians
of after ages owed a debt of lasting gratitude, for the
lustre which their munificent patronage caused to be
shed upon their art. It was at the invitation of
King Ferdinand that John Tinctor went to Naples
in 1476, and assisted in establishing the School
of Music. It was in Naples that he wrote the first

* Essay on Machiavelli, Longfellow’s translation of the passages
of Thucydides.
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book on music ever . printed, which assumed the
shape of a dictionary. At Rome, about the same
period, Josquin was busy with his art at the Chapel of
Pope Sixtus IV,, and later we hear of him at the
Court of Hercules the first Duke of Ferrara. At
Florence, Lorenzo the Magnificent was giving every
encouragement to promote the advancement of
music; he secured the services of Heinrich Isaac (a
Netherlander by education if not by birth) to instruct
his children, and thus did his son Giovanni begin to
acquire that taste for music for which he was so
famous as Pope Leo X. At Mantua Jaques Berchem
was appointed to the post of chapel-master in the
Duke’s chapel. And lastly, at Venice, appeared
Adrian Willaert to instruct its people in music,
and share in that progress which the Venetians
were beginning to make in the fields of art and
learning. It would not be difficult to multiply these
instances of princely patronage, and of the high
positions awarded to the musicians of the Low
Countries, but those already given amply suffice to
mark the degree of esteem in which they were held
by the Italian nation, and the artistic devotion of
its many princes. If we desire further evidence of
the influence of the musicians of the Low Countries
at this period, we have but to turn to the printing
press of Petrucci, at Venice, and we discover that
nearly the whole of the works printed by it for
several years, were those of Netherlanders.

With the early years of the sixteenth century
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opens up a period rife with interest relative to
our subject. Then it was that the madrigal began
to receive the serious attention of the Flemish
composers. It had existed among them in a more
or less crude shape since about the middle of
the fifteenth century, but the time had come when it
was to play an important part in musical history, now
that it was dressed in much of the learning belonging
to the Flemish motett. With it the social element
was entered, and the foundation laid of high-class
chamber music. The term madrigal originally
meant a pastoral song; there were simple and
accompanied madrigals; the former were first intro-
duced, and in their character partook greatly of the
music composed for the Church. It is not possible
to say when or where the Flemish madrigal was
first heard in Italy; we are left to form an opinion
from a loose collection of dates and the circumstances
attending them. Taking into consideration the
advanced state of culture at Ferrara, and the world-
wide reputation that Court obtained for its art
patronage, and that of music more particularly, it
would seem highly probable that it was to that city
the madrigal was taken from the Netherlands. That
the madrigal was sung at Mantua early in the
sixteenth century is evidenced by the presence there
of Berchem, who composed a great number.

It is to the Netherlander Adrian Willaert we
must now turn, since it was he who gave to the
madrigal a form in which originality was so mani-
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fested as to have earned for him the title of father of
this species of composition. Willaert was born at
Bruges in the year 1490. At the age of twenty-
eight he followed the example of many of his
countrymen, and removed to Rome, where he
possibly hoped to find a larger field for the exercise
of his abilities than his native city afforded him ;
but at that period Rome must have sheltered quite
an army of musicians, the chief part of which was
mainly dependent on the patronage of Leo X. and
his Cardinals, and it is possible that he discovered
the Church and its princes already sufficiently
weighted with claimants to favour without casting
in his lot with them, and thus resolved to quit
the Papal city, and make that of the Venetian
Republic the stage for his efforts in Music’s cause.
In Venice he worked and died, amid the din
of its vast commerce, for then the Venetian capital
was not only the first commercial city in Italy but of
Europe. Its wealth, its churches, and its marble
palaces formed a theme of admiration throughout
the civilised world. In Venice at the height of its
prosperity he found its citizens as eager to encourage
and practise music as they were to aid and cherish
other arts—furnishing another instance of art follow-
ing close upon the heels of successful commerce.
Doni, in his Dialogue on Music, published at
Venice in 1544, supplies us with a description of the
chamber music of Willaert’s time. In the Dialogue,
compositions by most of the scventcen composers
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then living at Venice are performed; in the first
conversation the interlocutors are Michele, Hoste,
Bago, and Grullone, all performers, who sing
madrigals and songs by Claudio Veggio and
Vincenzo Russo. In the second conversation,
instruments are joined to the voices, Antonio de
Lucca first playing a voluntary on the Lute, then
Buzzino z/ Violone* Bosso Battista, Doni, and others
play on Viols; Doni also refers to the superior state
of music in his time, compared with that of any
former period. “There are musicians now” he
remarks, “who, if Josquin were to return to this
world, would make him cross himself. In former
times people used to dance with their hands in their
pockets, and if one could give another a fall, he was
thought a wit and a dexterous fellow ; Heinrich Isaac
then set the songs, and was thought a master, at
present he would hardly be thought a scholar.”
That great progress in music had been made admits
of no doubt whatever, but that Doni was carried
away by enthusiasm in making this reference to
Isaac was evidently the opinion of Dr. Burney, who
supplements it with a quotation. “ Hannibal,” says
Captain Bluff, “was a very pretty fellow in those
days it must be granted. But, alas, Sir! were
he alive now, he would be nothing! nothing in the
earth!”

The difference of conditions under which music

* This instrument was a Double Bass having five or six strings,
and had frets like the lute.
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flourished in Rome and Venice accounts for the
distinctive character of the work achieved by
the musicians of these cities. In the city of
the Church, patronage was almost wholly ecclesias-
tical, and the music composed there at that period
belonged to the church chiefly. In Venice, Music
was influenced by both the Church and the
people, the effect of which soon manifested itself in
an unmistakeable manner. Adrian Willaert could
not have failed to observe the essentially different
tone of thought and action belonging to the people
of these States. He found the Venetians prepared
to be led into an untrodden path, namely, that of
Domestic Music, and it fell to him to be their
pioneer. In Rome he had witnessed the solid
foundation upon which the Roman School of Music
was raised, to which his countrymen had contributed
so much, and he appears to have aimed at estab-
lishing in Venice a school equally solid at its base,
but which should have a section, in which Domes-
tic Music might partake of that high excellence
which had hitherto belonged almost exclusively to
the Church.

That Adrian Willaert succeeded in accomplish-
ing this, and that the madrigal was instrumental in
the achievement, is made clear by reference to his
ffty years’ labour in this particular section of vocal
music. We shall there discover that during this
long period, scarcely a collection of motetts and
madrigals was given to the. public, to which he did
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not contribute, besides imparting that knowledge to
others which for the most part originated with him-
self. - To mention alone Francesco Viola and
Gabrielli as his pupils, amply marks the extent of
Willaert's influence over chamber music, when in its
infancy, and yet further awakens our interest in the
father of the madrigal, since it was his scholar
Gabrielli who was one of the chief actors, if not the
principal, who rendered that distinguished service
to Viols and other instruments, of emancipating
them from their long dependence upon vocal music.
Henceforth instruments were no longer to follow
in the wake of vocal music, they had been made ripe
to claim their liberation under the skilful guidance
of men whose names and merits are for the most
part unrecorded ; when Gabrielli, or a contemporary
musician came forth as their liberator and proclaimed
them independent. One of their earliest charters—to
continue the metaphor—is that compused and attested
by this same Gabrielli, the pupil of Willaert, and
entitled “ Sonate a cinque per i stromenti,” printed
by Gardane, Venice, 1586 ;* the actual date of com-
position may be much earlier. The nephew and pupil
of Gabrielli, Giovanni, followed in the steps of his
uncle, and left us the earliest record of music for the
Italian Violin we have any account of. Thus we find
that it occupied more than a century from the period
when bowed instruments were connected with the
madrigal, to bring them to that state of perfection

* Fetis, “ Biographie Universelle des Musiciens.”
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which admitted of their having music specially
written for them.

Having brought the Netherlander and his mad-
rigal to Venice, and lightly sketched their in-
fluence on chamber music, in relation to our subject,
it is time to close this section, and follow the course
of Viol history in France.




Section XXXE.—The Biol in Hrance.

CHAPTER 1.

’I‘HE German Viol and its offspring having already
occupied our attention, it now remains to seek in-
formation relative to the Viol-germ which the Goths
carried to Spain, the fruitfulness of which was
singularly great, as we shall presently discover. I
am no better able to succeed in placing the reader in
possession of indisputable evidence of the Viol
having been common to the Goths in Spain, than I
have before been with regard to Germany; indeed, I
am not so well prepared to give proof of early
Spanish cultivation of bowed instrument knowledge,
for with -the exception of mentioning the Western
door-way of the Cathedral of Santiago de Compos-
tella—which is said to belong to the eleventh century
—upon which a number of instruments of the Viol
kind are represented,” I have nothing to show that
Spain was in possession of such instruments.
~ It is in the evidence of the following century,
namely, the twelfth, which is of importance in con-
necting our subject with Spain, although the infor-

* See large cast in the South Kensington Museum.
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mation relates to another and distinct kingdom, viz.,
Provence, which Nostradamus, in his Lives of the
Provencal Poets—published about the middle of the
sixteenth century*—describes as the mother of
Troubadours and Minstrels. In this now part of
France undoubtedly existed from the tenth to the
fourteenth centuries minstrelsy of a superior kind,
which was deemed worthy of imitation in Germany,
England, and Italy. In this sense Nostradamus
correctly named Provence the parent of Minstrelsy.
Our enquiries, however, extend beyond this parent-
age, and in pursuing them we must not lose the
Gothic thread, slender though it be, upon reaching
the tenth century, for it is all we have to connect the
Viol of the Troubadours with the Viol-germ of
Spain.

The highly developed condition of the people of
Provence in the twelfth century can scarcely be
regarded as the outcome of an independent civiliza-
tion, like that witnessed by the ‘conquerors of
Mexico: surrounding influences must have contri-
buted something towards it, and if we admit that
such was the case, we have to consider which of
these predominated. For our purpose it becomes a
question, from which side the Viol found its way to
Southern France: in short, whether it was the Viol
of Italy or that of Spain. Geographically, Italy is
nearer Provence than Spain; but there remains the
fact that the Provencal language was more cultivated

* Burney, vol. 2, p. 230.

E 2
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in Languedoc and the adjacent provinces than in
that which gave the language its name, and these
provinces are nearer Spain, which was the last place
where the Goths figured as a power in Western
Europe. During the dominion of the Goths the
Latin language lost much of its original character
and degenerated to the Romance, three different
dialects of which were spoken in Spain as early as
the beginning of the eighth century.* Here, then, we
appear to have a link to connect the Romance of Spain
with that of Provence, which taken in conjunction with
Voltaire’s remark as to most of the music heard in
France before the time of Louis the Fourteenth
(Francis I.?) having been that of Spain,+ strengthens
greatly my belief that the Viol associated with the
Troubadours of Provence came from the Viol-germ
carried to Spain by the Goths. '

Whatever may have been the condition of music
in France prior to the time of the Troubadours, to
those minstrels rightly belongs the opening page in
all notices of French musical progress. Nay, more,
they are entitled to primary notice in the history of the
music of Western Europe, since it was they—para-
doxical though it may seem—-who gave melody to
music. The scraping of Viols, the jargon blowings
" of huntsmens’ horns and shepherds’ pipes, the crude
twangings of minstrels’ harps and primitive lutes, was
hushed as the music of the Troubadours arose.

* Longfellow’s “ Spanish Language and Poetry.”
+ “ Age of Louis XIV.”
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Henceforth, in the musical language of Thackeray,
“ their melody overflows into the air richly, like the
honey of Hybla ; it wafts down in lazy gusts like the
scent of the thyme from that hill.”*

I have hitherto used the term Troubadour in its
broadest sense in reference to the poet minstrels of
Provence ; they were, however, divided into distinct
orders, and named Troubadours, Trouvéres, and
Jongleurs: the first were the true Romance poets, the
next were the poets of Northern France, and the last
the wandering minstrels who sang at the courts and
at the houses of the nobility, the heroic achievements
of their ancestors, and accompanied themselves on
instruments. These Jongleurs have been described
by Crescimbeni,t as men of a merry nature, full of
jests and arch sayings, and adopted a kind of fool’s
costume for the purpose of entertaining in a burlesque
manner their patrons, for which reason they were
called Jongleurs, guasi Joculatores.

To the Jongleurs and Trouvéres may be traced the
old rhymed romances of Charlemagne and his twelve
peers, and those of Arthur and the roundtable,and it is
interesting to follow M. Paulin Paris in relation to
these and other early romance poems. He tells us—
“After an attentive examination of our ancient
literature, it is impossible to doubt for a moment
that the old monorhyme romances were set to music

* “An Essay without end.”
+ Translation of Nostradamus’ “ Lives of the Provengal Poets noticed
by Hawkins.
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and accompanied by a v/ or karp, and yet this
seems hitherto to have escaped observation.

“In the poem of ‘ Gerars de Nevers’ I find the

following passage :—

“ Then Gerars donn’d a garment old,
And round his neck a Vio/ hung,
For cunningly he played and sung.

- * » -
Steed he had none ; so he was fain,
To trudge on foot o’er hill and plain,
Till Nevers gate he stood before,
There many burghers full a score,
Staring, exclaimed in pleasant mood,
¢ This minstrel cometh for little good.
I wene, if he singeth all day long,
No one will listen to his song.’
Whilst at the door he thus did wait,
A knight came through the court-yard gate,
Who bade the minstrel enter straight
And led him to the crowded hall,
That he might play before them all.”

Dr. Burney supplies us with another description

of this early minstrelsy, given by a French poet who
flourished about 1230.

“ When the cloth was ta’en away,
Minstrels strait began to play,

_And while 4arps and Viols join,
Raptured bards in strains divine,
Loud the trembling arches rung,
With the noble deeds we sung.”

It would be easy to multiply these instances of
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the presence of the Viol in the minstrelsy of the
twelfth and thirteenth centuries in France, but those
already given render it sufficiently clear, that to
itinerant musicians may be traced the earliest culti-
vation of secular music in France, as indeed it may
be in all countries.




Section XXX, —The Biol in Hrance.

CHAPTER II.

IT was in the twelfth century that the wandering

musicians and their music began to receive that
attention which gave to their art a new and
important character. This was accomplished by the
Troubadours and Trouveéres or poets calling to their
aid the Jongleurs or musicians to sing and accompany
their lays with harp and viol. These instruments,
which had hitherto been heard in conjunction with
the chivalric ballads of the Jongleurs, now accom-
panied the Romance poetry of the Troubadours.
This combination of tuneful poetry with melo-
dious music was hailed with delight from court and
castle, and so much had this minstrelsy grown in
favour during the thirteenth century that kings and
nobles aspired to become poets and minstrels. The
King of Navarre, the Lord of Coucy, the Comte
d’Anjou, and the Duke of Brabant are mentioned as
Court Trouvéres. An illuminated manuscript of the
poems of this King of Navarre and his contem-
porary poets supplies us with the figure of a Jongleur
represented as playing before the King a three-
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stringed instrument, which has the appearance of 'a
Giege. That this instrument had found its way to
France at this early period is evidenced by the tale
of the Two Minstrels,* though Dr. Burney, who
gives the following interesting remarks upon this
tale from the pen of a French author, tells us he had
no knowledge of the instrument :—

“Two companies of minstrels meeting at a castle,
endeavour to amuse its lord by counterfeiting a
quarrel. One of them quitting his companions,
insults a minstrel of the other troop, calling him a
ragged beggar, who never had done anything to
deserve a better dress from his patrons; and, in
order to prove his own superiority, says with triumph,
that %e can tell stories in verse, both in the Romance
and Latin tongues; can sing forty lays and /eroic
songs, as well as every other kind of songs which
may be called for; that he knew also stories of
adventures, particularly those of the Round Table;
and, in short, that he could sing innumerable
romances, &c. He finishes the enumeration of his
talents by facetiously informing the spectators that
he did not choose his present employment for want
of knowing others, as he was possessed of several
secrets by which he could make a great fortune ; for
he knew how to circle an egg, bleed cats, blow beff,
and cover houses with omelets. He also knew the
art of making goats’-caps, cows’ bridles, dogs’ gloves,

-

* Dr. Burney states that a copy of this tale is in the Bodleian Library,
MS. Digby, 86.
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hares’ armour, joint-stool cases, scabbards for
hedging-bills; and if he were furnished with a
couple of harps, he would make such music as they
never heard before.” At length, after some
additional abuse, he advises the minstrel whom he
attacks to quit the castle without staying to be turned
out; “ For I despise you too much,” says he, “to
disgrace myself and comrades by striking such a
pitiful fellow.” The other vilifies him in turn, and
asks how he dares presume to call himself a minstrel
“ For my part,” says he, “I am not one of your
ignorant fellows who can only take off a cat, play the
fool, the drunkard, or talk nonsense to my comrades;
but one of those true and genuine Troubadours who
invent everything they say,
¢ All the minstrel art I know ;

I the Viol well can play,

I the pzpe and syrinv blow,

Harp and Gigue obey.”
At length he concludes by advising his rival never
to be seen in the same place as himself, ““ and you,
my lord,” says he, “If I have been more eloquent
than he, I entreat you to turn him out of doors, to
convince him that he’s an ignorant blockhead.”

The argument of the minstrel's tale, besides
informing us as to the presence of the Giege
among the Troubadours, contains much that is inte-
resting and instructive relative to the minstrel’s
art. The character of Jongleur and Troubadour or
Trouvére is well defined, and it informs us as to the -
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poets being sometimes independent of the Jongleur’s
aid by being themselves instrumentalists ; our chief
interest lies, however, in the mention of that
Teutonic member of the Fiddle family, the Giege.
This instrument having been familiar to “one of those
true and genuine Troubadours who invent every-
thing they say,” I cannot but think adds some
weight to the opinion I have already expressed, as
to the chief work in relation to the early develop-
ment - of bowed instruments having been accom-
plished in Germany, since it shows that the Germans
had at least brought this instrument to a state which
rendered it worthy of imitation. That the Germans
were famous players upon it we gather from
Adenés, the trouvére, who speaks with admiration
of the “Gigeours of Germany.”* The trouvéres
apparently were the minstrels who introduced the
Giege in France. Apart from their mention of the
instrument, they being the minstrel poets of Northern
France, their knowledge of German instruments would
be greaterthan that of the Troubadour,and they would
be therefore more likely to adopt them. The true
Romance poets were, no doubt, early in possession of
the Rebec, which we may call an early French Fiddle;
but the Giege, or early German Fiddle, would seem
to have been unknown to them until their brother
minstrels from the North used it.

Taking this view of Fiddle history we have the
meeting in a foreign country of the direct descen-

* Paul Lacroix, “ The Arts in the Middle Ages.”
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dant of that ‘ barbarous bowed contrivance,” men-
tioned by Roger North in connection with the
Goths, with a scion bearing a marked family like-
ness to its own remote ancestor through another
line of Fiddle and Viol. If this view be correctly
taken, we may assume that the coming together of
Geige and Rebec amid the minstrelsy of France
contributed something towards the perfection of the
Violin, though we cannot possibly learn, at this
distance of time, to what extent.

Leaving these speculations, let us pass to the
time when the Jongleurs formed themselves into a
company, and obtained a charter, in the year 1321.
Under this charter they elected a chief, whom they
styled the ‘“King of the Minstrels,” and laws were
made which the members of their body corporate
were to observe. They inhabited a building which
gave the name to the street in Paris, St. Julien des
Menestriers. At these head-quarters all applications
for musicians were made and duly attended to.
In the reign of Charles VI. the Jongleurs are
said to have separated themselves entirely from
the art of juggling, and attended only to the art of
music, and it is in a charter of Charles, dated 1401,
that we discover evidence of much importance
relative to the progress of bowed instruments in
France. The charter runs :—

“Charles, by the grace of God, &c., &c. It
having been humbly represented unto us by the
King of the Minstrels and other performers on /4zgk
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and Jow instruments that since the year 1397,* when
they were formed and associated into a company for
the free and lawful exercise of their profession of
minstrelsy according to certain rules and ordinances
by them formerly made and ratified, and by which
all minstrels, as well players on /4zg% instruments as
low, ‘ having agreed and bound themselves to appear
before the aforesaid King of the Minstrels to take
oath and swear to the performance of the covenants
hereinafter declared, &c., &c.”

It is the reference to high and low instruments
which I have italicized in the above charter that
furnishes us with valuable information in relation to
early French bowed instruments. Dr. Burney rightly
infers from it that it was about this time that treble
and bass Rebecs or Viols with three strings began to
be in use, either to play in octaves to each other; or,
perhaps, in a coarse kind of counterpoint. I cannot
agree, however, with the musical historian naming
them Rebecs or Viols; it is this looseness of descrip-
tion which has made Viol history so confused. The
three strings points to their having been Rebecs and
not Viols, and if they were such, I am inclined to
regard this development as springing from the
meeting of Rebec and Giege already noticed.
Though Martin Agricola’s reference to the descant
tenor and bass Giege belongs to the middle of the
sixteenth century, the inclusion of tenor Giege
indicates a higher development and does not preclude

* This date is apparently incorrectly copied.
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the possibility of there having been treble and bass
Gieges of a rude kind in the previous century,

which gave rise to the variation of the Rebec.

The separation of music from jugglery, and the
granting of the minstrels’ charter, were not the only
interesting events in relation to music belonging to
the reign of Charles VI.; there is yet another which,
in its bearings upon the musical world of France,
was of far more importance, and one in which the
king played an unfortunate and more prominent
part. In the year 1392 the king was struck with
madness caused by a man starting from behind a
tree in the forest of Le Mans clad in a white
smock, his head and feet bare, crying “ Go no
farther; thou art betrayed!” An appearance so
strange and unexpected affected the king’s reason.
The hopes that were entertained of its recovery
were completely frustrated by an accident which
occurred in the following year. Music had but
recently been associated with a new entertain-
ment called Charivari or Masquerade, and at one
of_these given at the Royal Palace of St. Paul in
Paris, five young noblemen with the king appeared
as savages linked together in a dress of linen to
which fur was cemented by means of resin. The
Duke of Orleans, either from levity or accident, ran
a lighted torch against one of the party, which at
once set his costume on fire ; the flame was quickly
communicated to the others, but the maskers in the
midst of their torments cried “ Save the king ; Save
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the king ;” which was happily done, but left his
reason disordered beyond all chance of recovery.
To the circumstance which gave rise to this
melancholy event is in a great measure traceable
the beginning of that light music which the pens of
Lully, Rameau, and Phillidor—the father of Phillidor
of Chess-gambit fame—a century and a half later
brought to such perfection. Our interest in this
description of music is heightened, when we re-
member that the Violin was first used in France in
connection with it.




Section IXE.—The Biol in Hrance.

CHAPTER 1IL

PURSUING our course amid French Royalty in

search of information pertinent to our subject,
we find ourselves once more among the Troubadours
of Provence, with that right kingly minstrel Réné of
Angou, who was “endowed with every gift of mind
and every noble virtue, the first French Prince on
whom fell the inspiration of the Renaissance, poet,
painter, musician, the practical man who developed
the prosperity of his Provengal domains; a king,
brother of kings, father of kings, he stands alone
in this age of ours, combining the culture of Provence
with the fresh life of Italy.”*

It is Réné of whom Sir Walter Scott discourses so
eloquently, and makes him answer when importuned
to resign his kingdom of Provence: *With my
Viol and my pencil, Réné the troubadour will be as
happy as ever was Réné the king: so saying, with
practical philosophy he whistled the burden of his
last composed ariette, and signed away the rest of
his royal possession without pulling off his glove.”

Kitchen’s “ History of France.” Vol ii., p. 11.
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These words serve to convey to the reader some
notion of good King Réné’s love of art, the intensity
of which led him beyond the bounds of prudence, and
caused Shakspeare to write :

“ Unto the poor King Reignier, whose large style, -
Agrees not with the leanness of his purse.”
“ —— King of Naples
Of both the Sicilies and Jerusalem,*
Yet not so wealthy as an English yeoman.”
King Henry VI,

King Réné’s love of music was passionate in the
extreme, and he joined to this devotion executive
skill of no mean order as a Violist and composer.
A sacred composition of his, written in honour of
St. Louis, Bishop of Toulouse, was often heard in
the Churches down to the time of the Council of
Trent, while the profane music which had been
employed as subjects for the solo parts was still
being played by the minstrels.t

The despoiler of poor King Réné’s dominions,
Louis XI., has but little claim on our notice. His
name figures in a minstrels’ charter, but music in
France was not advanced by the recognition it
received from him. Louis’ taste for the art seems to
have been in complete harmony with his grovelling
and cruel disposition. We have an instance of this
in his having upon one occasion commanded the

* King Réné, after the seizure of Angou by Louis XI., continued to
style himself King of Sicily and Jerusalem.

+ Lacroix, “ The Arts in the Middle Ages.”
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master of the Royal music, the Abbé de Baigne, to
give him a concert of pigs, which entertainment was
carried out in the following manner—Swine of
mixed age and size were procured—apparently with
a view to the production of as many dissonances as
possible—and placed in a tent in front of which was
a keyboard like that of an organ, every key was
furnished with a sticker, though of a very different
kind which that technical term implies when con-
nected with a pianoforte. These stickers of torture
were so arranged that the performer at the key-
board in executing his barbarous passages should
stick the wretched inmates of the tent, causing them
to squeak and grunt with both velocity and vivacity.
It has been remarked again and again, there is no
accounting for taste, and in music we constantly
meet with curious instances of its vagaries; but
‘Louis XI.s must have been unique, and remains a
curiosity among such curiosities. Let us, however,
quit the ridiculous in music, and return to the sub-
lime with Charles the Bold, Duke of Burgundy,
who, we are told, “ was in the best sense of the
word a gentleman, refined, courteous, polished; was
an excellent chess player, a good musician, a composer
of songs and motetts.”

With the opening years of the sixteenth century,
we reach the boundary which may be said to sepa-
rate the new and the old in music among the French.
The brilliant rays of light which beamed upon the
art world over which Pope Leo X. reigned supreme,
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illumined the court of Francis I. The goodwill,
which the “King of Culture” bore the arts and
learning, secured for his people this inestimable
benefaction. It was Francis who obtained the
services of Italian architects and artists to guide and
instruct his subjects in the building of palaces and
public buildings. It was he who filled them with
some of the choicest works of the Art World. The
cunning hand of Benvenuto Cellini wrought him
treasures of priceless worth and wondrous design.
The brothers Estienne, by the aid of his munificent
patronage, sent forth from their printing press
Hebrew, Greek, and Latin works, in type which the
Bibliomaniac of to day venerates. It was in his
reign that Petrucci’s system of printing music was
introduced into France. Jean Mouton, the pupil of
Adrian Willaert, was his Chapel-master, thus con-
necting France with the great musicians of the
Netherlands; and, lastly, he gained over to his
service that most accomplished of men, Leonardo
da Vinci, who died in his arms.

The interest Francis I. took in music was evi-
dently of no ordinary kind : the frequent mention of
his name in connection with the musical life of his
time points to a continued association with those
engaged in the furtherance of the art. We are told

_ that upon his founding the Royal College in 1530,

the third chair was one of music.
In the year 1515, when Francis went to Bologna
to meet Leo X. for the purpose of signing the famous
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Concordat, he was accompanied by the choir which
his predecessor Louis XII. left him, and which, it is
said, had no equal in the world. Under the direction
of Guillaume Guinand, formerly Chapel-master to
Ludovic Sforza, the last Duke of Milan, the choir of
the French King had the honour of singing in the
mass which Pope Leo celebrated in the Cathedral
of Bologna. A choir accompanying a King on
such important business points to Sovereigns and
Pontiffs going about their state affairs in moods
less serious than those of later times; in any case we
have the satisfaction of citing this particular com-
bination of business with pleasure as evidence of
Francis I.’s love of music, and the importance of his
choir. This visit of the French King to Bologna is
associated with yet another event in relation to
music, and one which concerns us far more than
that already noticed. In Bologna at this time lived
Gaspard Duiffoprugcar, and the attention of Francis I.
was directed to the Viol-maker’s skill. With that
intuitive power of detection of exceptional ability,
which belonged to Francis, he resolved to secure the
Viol-maker’s services, and induce him to accompany
him to Paris. These arrangements we are told were
duly carried out, and thus it was that the French
King’s orchestra was enriched with the Viols of
Duiffoprugcar.

It now remains to notice the early Viol music
belonging to France. In the excellent work on the
history of instrumentation by H. Lavoix f4 we
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find mentioned “ Dix-huit basses dances garnies de
recoupes et tordions avec dix-neuf branles, quatre
sauterelles, quinze gaillardes et neuf pavanes; Paris
Attaingant, 1538;” also the curious book on the Viol
by Claude Gervaise, by the same publisher, 1547 to
1555, which is in the Bibliotheque Nationale; it is
divided into seven books, written for Viols in four
and five parts. In the work afe galliardes, pavanes,
and popular songs. These are the earliest printed
compositions for bowed instruments.

~ From the period of the death of Francis L. to the
total suppression of the League in the time of Henry
IV., the political condition of France was completely
opposed to that tranquility under which the arts can
alone flourish. The bigotry and fanaticism which
involved the nation in a forty years’ civil war
checked the further development of music, and
makes it necessary ‘to close this section of our
subject.




Section ¥9.—The Viol in England,

CHAPTER L

TO seek for knowledge of the character and use of
the Viol in times when England’s baronial halls
and castles were open to the way-worn minstrel, ever
ready with his tales of heroic deeds, recounted to the
sound of sweet music, is almost a profitless task,
since “ All—to use the words of Mr. Froude—
is gone, like an unsubstantial pageant faded ; and
between us and the old English there lies a gulf
of mystery which the prose of the historian will
-never adequately bridge.” ,

To render an account of the Viol in England, at
all approaching completeness, is not possible: its early
history lies buried beneath.a vast accumulation of

‘extraneous matter, which even to partially separate
is a task beset with difficulty. That it is necessary
to delve deep enough into the history of music
generally, that we may lay bare a portion of the root
of our subject, is sufficiently evident; but to know
where and how far to dig, is certainly perplexing,
apart from the confusedness of the material to be
sifted. We cannot, perhaps, do better than follow in
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the line of our last Section, by commencing with
Charles VI.’s son-in-law, our Henry V.

When Henry V. went to France in 1415, he was
accompanied by fifteen minstrels, one of whom was
named Snyth Fydeler, a name which readily awakens
our interest. It is possible that Fydeler may have
been his family name; but in any case we may
conclude its origin is traceable to Fiddling. These
minstrels played at the King’s head-quarters,
morning and evening, and it is said that on the eve
of the battle of Agincourt, though the English were
fatigued and hungry, and sorely troubled with visions
of death on the morrow, yet they played on their
trumpetsthroughout the night, and confessed their sins
with tears, many of them taking the sacrament. With
the famous battle is associated the earliest English
song of which the original music has been preser-
ved. This curiosity, written on vellum in Gregorian
notes, reposes in that wondrous collection of books
and manuscripts which that early book collector
Samuel Pepys brought together, and which is now in
Magdalen College, Cambridge, in the same book-
cases and in the same order as Pepys left them, one
hundred and seventy-seven years since.

Henry V. is said to have been a devoted admirer
of sacred music and proficient in “ organ playings.”
When he entered the city of London on the 23rd
of November, 1415, where the citizens had prepared
pageantry of extraordinary splendour in honour of
‘the King and his memorable victory, and verses were
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sung celebrating the event, he commanded, by a
formal edict, that in future no songs should be
recited by harpers or others in commemoration of
the battle. These orders were, however, given
when the King was surfeited with the laudation of a
people intoxicated with joy, and must not be attri-
buted to a dislike for music and poetry but to dis-
gust for slavish adulation. That he delighted in
music is shown by his having, in the twenty-third
year of his reign, liberally rewarded some foreign
minstrels. Five minstrels from the King of Sicily
had £10 each, a very considerable amount when
the value of money in the fifteenth century is
thought of.

In passing to the time of Henry VI. we are
again reminded of good King Réné, Henry’s father-
in-law.  He does not appear, however, to have
imbibed any of his relative’s enthusiasm for music,
for, beyond a few payments to minstrels and
heralds, there is nothing during his reign worthy of
our attention. Leaving, therefore, the red rose of
Lancaster, and with it the mendicant friars, the
harpers, and the pipers of minstrelsy, in a dis-
organised state, we will follow the white rose in
the Yorkist, King Edward IV., and commence with:
England’s first minstrels’ charter.

Charters are instruments which have been both
abused and misused in their relation to music, as well
as to other arts; yet they have a kind of recognised
authority which begets reverence, and in quoting




THE VIOL IN ENGLAND. 73

them an air of importance is at least given to a
subject. Though the granting of a charter implies
some degree of development in relation to the art
affected by it, we shall find in this instance that the art
of music, as judged at this distance of time, was in a
very primitive state; and in selecting this particular
charter, the early progress of instrumental music in
connection with the Violin in England will be ren-
dered sufficiently clear. .

“In the year 1469, Edward IV., by his letters
patent under the great seal of his' realm in
England, bearing date the twenty-fourth day
of April, in the ninth year of his reign, did for
him and his heirs give and grant licence unto
Walter Haliday, Marshall, and John CIliff, and others
then minstrels of the said King, that they by them-
selves should be in deed and name, one body and
cominality, perpetual and capable in the law, and
should have perpetual succession; and that as well
the minstrels of the said King, which then were, as
other minstrels of the said King, and his heires
which should be afterwards, might at their pleasure
name, choose, ordain and successively constitute from
amongst themselves, one Marshall, able and fit to
remain in that office during his life and also two
wardens every year to govern the said fraternity
and guild.”

Among others Dr. Batman, an English writer of
the latter part of the sixteenth century, has afforded
us an opportunity of living for the nonce among the
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musicians of King Edward’s time. In his account
of the king’s household establishment we learn that
his majesty had thirteen minstrels, one acting as
director, whose duty it was on festival days to place
each minstrel in such position that his “blowings and
pypings ” might be heard by the various attendants
occupied in preparing the kings “meats and
soupers.” It thus appears these instrumentalists,
armed with trumpets and pipes, were directed to
execute divers fanfares or warnings, the meaning of
which was perfectly intelligible to the gentlemen of
the great kitchen as having reference to the taking
or removal of certain dishes between their office and
the banqueting chamber. That the state band of
the period was put to such base uses appears curious,
but nevertheless easily understood when it is remem-
bered that feasting occupied a far more prominent
place in the business of life than at a much later
date.* When the wvast extent of building
comprised in our old castles is considered, the
arrangement is yet easier to understand, for those
were not the days of electric bells and telephones;
trumpets therefore performed the parts allotted to
modern inventions.  Although utility was doubtless
an object of consideration, it was not that alone which

* Mr. Froude states that the guests and servants upon some
occasions numbered four thousand persons, and that one thousand
sheep, one hundred peacocks, and three hundred quarters of wheat,
were consumed, besides other food in proportion.
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prompted these musical arrangements ; ornament and
effect were highly considered.

¢ Illumining the vaulted roof
A thousand torches flamed aloof
From many cups with golden gleam
Sparkled the red metheglin stream ;
To grace the gorgeous festival
Along the lofty window’d hall,
The storied tapestry was hung ;
With minstrelsy the rafters rung.”

The minstrels ushered in the banquet with their
musical strains, they preceded the servants carrying
the dishes, among them the famous dish of chivalry,
the peacock with his faz/ displayed, and they
remained in the hall to enliven the scene during the
progress of the banquet. Sometimes one or more
played upon his instrument beside the table, now the
croudero, then the harper, making music whilst the
juggler performed feats with the tools of his craft.
The banquet ended, the King and his “nobley”
(nobles) left the table, and adjourned to the great
chamber for the dance.

“ Befoure him goth the loudé minstralcie,
Til he come to his chamber of parements,*
There as they sounden divers instruments,
That it is like an Heaven for to be here.”t

Sometimes the dance took place in the hall, when
the signal from the master of the house was given,
“A hall! a hall!” the boards and trestles were

* Great Chamber. + The Squire’s Tale.
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quickly removed, and fifteenth century dancing com-
menced to minstrels music.* From this brief
account of the minstrel's duties we gather that his
occupation was one of some importance, and this
view is borne out by a few interesting particulars
contained in Dr. Batman’s edition of Friar
Bartholomceu’s book, entitled “ De Proprietatibus
Rarum,”—first printed in English by Caxton—
relative to the remuneration they received—in the
household of Edward IV.

A wait, who piped watch within the court of the
castle four times on winter nights and three times on
summer nights, and made “Bon Gayte” (by playing on
his instrument) at every chamber door and office as
well, for fear of “ pyckeres and pillers ” (thieves ?) was
allowed to eat in the hall with the minstrels, and had
given him a loaf, a gallon of ale, two pitch candles,
and a bushel of coals. His salary was either three-
pence or fourpence at the discretion of the steward
or treasurer. When he was ill he was allowed two
loaves, two messes of “great meate,” and one gallon
of ale. It would therefore appear that sickness, in
these days, had the effect of increasing the appetite ,
his bedding was carried by a groom waiter; but if
he chose to dispense with this attendant’s services
he received the groom’s wages. This “ Yeoman”
wait, when attending at the making of Knights of
the Bath, besides his fee, received the knight’s
clothing.

* Cutt’s “ Scenes, and Characters of the Middle Ages.”
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The chaplains and clerks of the chapel were
elected by the dean, and were expected to have a
good knowledge of descant, to be “ clean voyced and
well releshed ” in pronunciation, eloquent in reading,
and sufficient in “organ playings,” modest in
their behaviour, and were to eat together at the
dean’s board, and lodge in one chamber.

Dr. Rimbault remarks*—* Minstrels sometimes
assisted at divine service, as appears from a record of
the gth of Edward IV. By part of this record it is
recited to be their duty ‘to pray (exorare, which it is
presumed they did by assisting in the chant, and
musical accompaniments, &c.) in the King’s Chapel,
and particularly for the departed souls of the King
and Queen when they shall die, &c.”

The eight children of the chapel were instructed
in singing by the “ Master of Songe” appointed by
the dean ; they also received tuition on the organs.
They ate at the Chapel board next the Yeoman of
the Vestry, and had divided amongst them two
loaves, one ‘“messe of great meate,” two gallons
of ale; they were allowed in the winter four pitch
candles and litter for their pallets, and to have one
servant to truss and bear “ their harnesse and lyverey
in court.” When they reached the age of eighteen,
and their voices changed, the king sent them to
Oxford or Cambridge, there to be instructed until
the king otherwise advanced them.  These extracts’
serve to show that music and musicians in the reign

* “ North’s Mcmories of Musick,” p. 77.
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of Edward IV. were not neglected ; and there is
evidence of even earlier appreciation of the followers
of the musical art in the curious, though profane fact
that minstrels were better paid than the clergy, since
we are told that at the annual feast of the fraternity
of the Holy Cross at Abingdon, in 1441, eight priests
were hired from Coventry to celebrate an obit in the
Church of the neighbouring priory, and six minstrels
belonging to the family of Lord Clinton were em-
ployed to “sing, harp, and play,” in the hall of the
monastery during the extraordinary reflection
allowed to the monks on that anniversary. Two
shillings were given to the priests, and foxr to the
minstrels, and the latter are said to have supped in
the painted chamber of the convent with the sub-
prior, on which occasion the chamberlain furnished
eight massive tapers of wax.

The minstrels derived their knowledge from the
schools belonging to the monasteries. They learnt
something of the theoretical principles of music, the
practical part of singing, and the elements of
grammar; including also, perhaps, as much know-
ledge of poetry as was sufficient for the composition
of a song or ballad. Persons already acquainted with
the principles of music, could find little difficulty in
acquiring sufficient skill to play on the Viol or some
such instrument, a simple melody ; together forming
a sufficient body of theoretical science and practical
skill, to enable them to compose and play a variety
of simple tunes.
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We will now glance at some of the instruments
used by the minstrels of the fifteenth century. The
harp being essentially the instrumentof the minstrel,
takes precedence of the rest I shall mention. The
extraordinary popularity of this instrument in the
middle ages is shown from the accounts we have of
the vast number of harpers brought together upon
occasions of festival. Mention is made of upwards
of one hundred having been assembled. Con-
tinuing with the stringed instruments, the Sauterie
(Psaltery), a description of lyre—of which there
appears to have been a great variety—may be noticed.
Although there is no mention of bowed instruments
in connection with the minstrels of Edward IV., it
may be assumed they were numbered with the rest ;
but, in any case, we know they were in use in
England. It is difficult to know how to describe
this class of instrument, so varied are the names
applied by different authorities—Rebec, Rote, Vielle,
Fiddle, Viol, and Violin—that all these names applied
indiscriminately could convey any notion at all
approaching correctness of the bowed instruments
of the fifteenth century is impossible. To describe
the virginals of Queen Elizabeth’s time as a grand
pianoforte would give a very erroneous notion of
that instrument, yet Violinists of the nineteenth
century have been told over and over again that
Violins were in Elizabeth’s state band. Whatever
bowed instrument it was, the difference between it
and our Violin would be as marked as that of the
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virginals and a Broadwood trichord grand. That
there wereinstruments in very early times having much
in common with the Violin is not to be doubted; but
I cannot but think it is necessary to keep them apart
from the instrument known to us under that name, if
confusion is to be in any way avoided. The attach-
ment of different names to one and the same instru-
ment arises chiefly from the uncertainty of the
meaning of their nomenclature in English poetry
and chronicles. The confusion of titles to bowed
instruments which appears among the old writers,
has been greatly intensified by the laudable endea-
vour of the musical historian to reconcile this nomen-
clature with divers pieces of sculpture and monu-
mental brasses, upon which some rude-shaped bowed
instrument has been depicted, without making suffi-
cient allowance for the looseness of description on-
the part of the poet, and the licence indulged in by
the sculptor. There are no instruments in existence
to my knowledge of fifteenth century work in
England of the bowed kind, therefore all knowledge
of them rests on this unstable foundation.

Thata bow was in use in England at a very early
date is evident from Saxon Illuminated MSS. in the
British Museum, in which musicians are represented
playing upon a pear-shaped instrument with sound-
holes,resembling a lute, the neck being only sufficiently
large to admit of the hand. This instrument appears
slightly in advance of one played w:?4out a bow, and
possibly it was so constructed to be used with or
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without, for no bridge is represented ; now between
this instrument and one represented on a Flemish
brass in St. Margaret’s Church, Lynn, of the time of
Edward III., there is no apparent difference except-
ing that the neck is longer; but some allowance must
be made for the liberties the draughtsman may have
taken with the original. This seeming length may
have been but slight indeed, and the surmise is
strengthened when we turn to the bowed instrument
the minstrel is playing in the group called the
“ Beverley Minstrels” in Beverley Minster, the date
of which would be probably, very near the time of
Edward IV. Here the sculptor has apparently the
same instrument, but the neck shortened. There
can be little doubt it was to this instrument and the
Crwth the words Fidel, Fiddyll, and Crowd, met
with in old English poetry, applied. Among the
bowed instruments at this period was also the Rebec
or Rebella; here again it appears impossible to decide
the shape this instrument took. It has been described
as a bowed instrument of three strings, shaped like a
box, of oblong form, and again we see it drawn with
a long neck with four strings, somewhat resembling
an old English guitar in shape. That the instrument
was distinct from the Fiddyll of the old writers is
shown from the following extract :—

“Sir Piere called this yonge squier, and saide
unto hym and axed hym ¢ where was his Fedylle or
his ribible.””

These bowed instruments I have enumerated




82 THE VIOLIN AND ITS MUS#C.

appear to be those only in use in England in the
fifteenth century, and we are able to forma tolerably
correct opinion of their capabilities from the slight
and uncertain descriptions afforded us, when joined
with historical facts relative to the extent of musical
knowledge at the time they were in use. They were
frequently bridgeless, and even when that all impor-
tant appendage was added, it could have been of
little use, the form of the bodies of the instruments
making it impossible to use the outer strings singly,
from the absence of middle bouts,* therefore the
strings must have been sounded together, with what
effect the reader may easily imagine. It must be
remembered notation had not been applied to musical
instruments, and the performer was left to exercise his
own judgment as to the form of accompaniment he
used. It would be a severe test of executive skill for
a Violinist of the present age to have to invent an
effective accompaniment with a bridge unarched. That
the musicians of King Edward’s day succeeded in
doing so under the then existing state of music,
would be difficult to realise.

It now only remains to briefly notice the wind
instruments. There were trumpets of many kinds—
the Shalm, a pipe with a reed; the Sackbut—a
primitive description of trombone—numbers of
which were frequently used together, and other
instruments of this class it is unnecessary to men-
tion in these pages. That drums were not

* Sides or curves in the middle of the instrument.
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wanting need scarcely be said, both small and kettle.
These, then, were the chief instruments belonging to
this period; although music was in an infantile state,
we cannot conceive it possible that the inhabitants of
these islands in the fifteenth century could have
derived any pleasure from listening to a combination
of the.instruments I have enumerated. The mode
of use was probably to select sound mediums having
something in common. For processions drums and
sackbuts ; for the dance the bowed instruments or
the pipes; for the minstrel’'s song or tale, the harp or
psaltery ; but whatever may have been their method
of selection the term they applied to a band,
namely, a “noise,”* it must be confessed was not in-
appropriate from a modern point of view.

* In the “ History of Jack of Newbury” “a noise (.. band of
musicians in fownie coats, who, putting off their caps, asked if they
would have music.”




Section ¥9.—The Biol in England.

CHAPTER 1L

’I‘OWARDS the end of the fifteenth century the

term minstrel had lost much of its original signi-
fication; it was applied not only to the degenerate
minstrels, poets, and harpers, but to instrumentalists,
from the drummer to the performer on the sackbut.
This was an innovation upon the integrity of the
ancient craft which unmistakably pointed to its deca-
dence. In the reign of Edward II. the character of
‘the minstrel had much changed since it was necessary
to institute a regulation to prevent “idle persons .
under colour of minstrelsy going messages or other
feigned. business, being received in other men’s
houses to meate and drynke.” That it was possible
to mistake the counterfeit for the original alone indi-
cates the fallen state of the art at that period. Its
degradation continued, notwithstanding this regula-
tion, down to the date of King Edward IV.’s charter,
which was granted to prevent husbandmen and
artificers from assuming the title and livery of the
king’s minstrels.
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It was, however, too late to attempt to resuscitate
the craft by giving it that exclusiveness which had
in times past belonged to it. Those who had
assumed the title of minstrel were too many and too
strong to be extinguished; numbers had been received
in the halls of the rich upon an equality with the
licensed minstrel ; among others the “ wayte,” whose
duty it was to “ pipe watch "* at night in the court-
yard of the castle, and at every chamber door at
stated intervals. This familiar intercourse with the
recognised members of minstrelsy not only bred con-
tempt in the mind of the hitherto humble musician,
but affected all equally, resulting in complete dis-
regard of distinction between minstrels and itine-
rants. I shall have occasion to refer to the wan-
dering members of minstrelsy, which calling seems
to have originated with the men who ‘“ piped the
watch, and were designated waytes.”

The political connection that existed between
Charles the Bold, Duke of Burgundy, and Edward
IV. and which led to the triumph of the white rose
over the red, I am inclined to regard as having
been productive of results of much consequence to
music in England. It brought our people into closer
relationship with the Lowlanders, among whom
the arts had been more developed than elsewhere,
and thus an impetus was given to them in England,
particularly that of music—the full effects of which
fell upon a later generation. Our minstrelsy from

* The Wayte used a kind of Oboe.
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the time of the Conquest to the period when
Edward IV. held the sceptre in security, must
certainly have been more or less influenced by
that of France, and doubtless with good results; but
our fraternising with the Lowlanders engrafted a
new and higher knowledge of music on the sturdy
Saxon stem.

Five years prior to the date of the minstrels’
charter, King Edward sent into the Low Countries a
commission to negotiate a commercial treaty with
the Duke of Burgundy. One of the members of
this commission was William Caxton : whether any
treaty was ratified or not we need not stay to
enquire. It is sufficient to know that the king in
sending the city mercer on this errand secured to his
people and their posterity advantages out-weighing
all the good derived from the commercial treaties
of the whole world, since it was at Bruges
where Caxton commenced printing, after having
studied the art with great assiduity during his stay
abroad. Upon his return to England he started his
printing press in the Almonry at Westminster, and
printed the first book in England—* The Game and
Playe of Chesse,” in 1474. It was not long before
Caxton had others following in his wake. Among
these was Wynkyn de Worde, the earliest printer
of musical characters in this country. In a work
published by him at Westminster, one year after
Caxton printed the book on the game of chess, are
the characters alluded to.
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In order to bring under the notice of the reader
the first printer of music in England, I have, perhaps,
journeyed away from my subject in re-stating well-
worn facts relative to William Caxton. My excuse
is simple. The name of Wynkyn de Worde is as
familiar to the Bibliomaniac as that of Corelli to
Violinists ; but to mention him alone in connection
with the art of printing, I felt would leave him but
barely clad in the minds of many musical readers:
in associating him as a contemporary and follower of
Caxton, he is readily invested with a warm covering
of interest. When it is remembered that the early
printers in England only printed such books
as would be likely to appeal to the taste of the
general reader, whose knowledge was of a very
slender kind, it is unlikely the presses printed much
music in type which must have alone found favour
with the learned. No musical work is known to have
been issued by Wynkyn de Worde until 1530,
though he possessed the requisite knowledge thirty-
five years previous to this date, as we have seen. It
is a small volume of part-songs designed for social
recreation, both sacred and secular,* and well marks
the state of music at this period.

* Dr. Rimbault makes the following reference to this work in his
“ Musical Bibliography.”

“This extraordinary Musical Work has escaped the researches of
Hawkins, Burney, Ames, Herbert, Dibdin, &c. It was first noticed by
Douce. ‘Illustrations of Shakspeare, edit. 1839, p. 262.”
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The state band of Henry VIII. in the year 1526,
consisted of the following instruments :— '

3 Lutes. 1 Harp. 4 Drumslades.-
2 Viols. 15 Trumpets. 1 Fife.
3 Rebecks. 3 Tabarets. 10 Sackbuts.

It is worthy of note that the performers on the
Sackbuts obtained the highest pay, tending to show
that noise continued to be chiefly valued.

As the Lute and the Viol made their appearance
in England about the same period,* and curiously
enough departed in company towards the end of the
sixteenth century, I am unwilling to pass over some in-
teresting particulars relative to the first-named instru-
ment, though it has little in common with its bowed
companion.  Galileo, the father of the illustrious
Galileo, writing in 1581 ascribes the invention of the
Lute to the English,t and refers to the great per-
fection we attained to in its manufacture. I am,
however, inclined to think we obtained the instru-
ment in the first instance from the Netherlands.
The earliest mention of the instrument in the
writings of our old authors is that in Chaucer’s

* The Lute is first mentioned in the List of Instruments belonging
to the Earl of Northumberland, 1512, The Viol in the band of
Henry VIII., 1526.

t Galileo says the Trumpet was invented by the Netherlanders, we
cannot, therefore, place much reliance on his statements as to the
birth-place of instruments.
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¢ Pardoner’s Tale,” and there we find it associated
with the Flemish people.

“ In Flanders whilom was a campagnie
Of yonge folk, that hauteden folie,
As hazard not stewés and tavernes ;
Whereas with Harps, Lutes, and Giternes
They dance and play.”

It is somewhat curious that Galileo should have
given us the credit of inventing the Lute, in the face
of earlier evidence of the instrument’s use among his
own people than with the English. The famous
painter Domenico was a Lutenist, and the fact is
associated with his untimely death. It is recorded
in the life of Castagno that the skill and reputation
of his brother artist Domenico excited his jealousy,
Castagno resolved to waylay and murder him. It
was the custom of Domenico after his painting hours
to stroll along the country roads singing and accom-
panying himself with his Lute. Castagno, well
knowing the habit of Domenico, followed and killed
him, returning immediately afterwards to his own
studio. He had not long arrived before he was
told of the melancholy fate of Domenico, and
returned to the spot where he laid and joined with
the bystanders in their lamentations. The date of
this occurrence is given as 1462, and therefore half
a century earlier than the date of Henry VIIL’s list
of instruments. There is, however, earlier evidence
of the presence of the Lute in Italy than that above
cited. :
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These references I believe to apply to a type of
Lute preceding that in common use among the
Germans and Lowlanders of the fifteenth century.
I am unable to think otherwise than that the Lute
was mainly developed in Germany, and that it passed
into the Netherlands in its improved condition, from
whence Italy and England obtained it as near as
possible at the same period. That the English made
Lutes of a superior kind afterwards seems certain,
but that the Italians ultimately surpassed them may
be assumed from the fact of Stradiuarius having
given his attention to their manufacture.

Izaak Walton, curiously though not inaptly, cites
the Lute as illustrative of that sympathy of thought
and vision which in these days is known as spiritual-
ism and second sight.  After giving an account of a
vision that appeared to Dr. John Donne, he proceeds:
“ This is a relation that will beget some wonder ;
and it well may, for most of our world are at present
possessed of an opinion that visions and miracles are
ceased. And though it is most certain that two Lutes
being both strung and tuned to an equal pitch, and
then one played upon, the other that is not touched
being laid upon a table at a fit distance, will like an
echo to a trumpet warble a faint audible harmony in
answer to the same tune.”

The Lute was of several sizes, and of varied con-
struction: originally it had eight strings. The small
Lute was used frequently for instrumental music, the
larger size for accompanying the voice. It occupied
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as a popular instrument, a position similar to that of
the pianoforte of our time. Its practice was culti-
vated by the rich and their dependents. Edward V1.
played on the Lute, and reference is made thereto by
Queen Catherine, in a letter to her daughter Mary,
exhorting her to use her Lute. Again, in a com-
munication to Thomas Cromwell, afterwards Earl
of Essex, from his son’s tutor, referring to the
course of instruction he is taking, he says, “ The
residue of the day he doth spend upon the Lute and
virginals.”*

Both the Lute and the Viol were hung on the
walls of the barbers’ shops in England ; but the
latter instrument did not form part of the hairdresser’s
furniture until long after the Lute had done so. Ben
Jonson, in one of his plays, wishes the barber “may
draw his own teeth and add them to the Lute-string.”
The barber’s shop in past times was resorted to by
persons of all ranks and for many purposes. Here
was practised dentistry, surgery,t and “ trimming,” as
hair-cutting and shaving were then denominated.
The barber’s patrons awaiting their turn, musical
instruments were supplied them to wile away the
time. Thomas Mace, the author of “ Musick’s
Monument,” was a passionate lover of the Lute,
and in his most interesting book he gives a very
long account of this his favourite instrument. He

* Froude’s “ History of England.” Vol 1, p. 49.

t The barber’s sign, the pole, represented the staff held by the
patient whilst being bled.
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speaks of the Lutes of Laux Maller as having
been most highly valued in his time, “pitiful, old,
battered, cracked things valued at one hundred
pounds apiece.”

Whatever the first cost of a Lute might have been,
it must have been insignificant to its maintenance in
catgut, if we may rely upon the accounts handed
down to us relative to Lute-strings. It has been said
keeping a Lute must have been on a par with keeping
a horse. That the demand for Lute-strings was
large is shown from the circumstance of the public
being invited in the year 1688, to take shares in a
company for the supply of the article, and the pro-
jectors held out to the subscribers the hope of
immense gains.* Whether the ever-confiding British
public responded to the appeal I know not.

Whilst on the subject of Lute-strings it may not
be uninteresting to Violinists to know that the well-
known practice of testing the purity of a gut string
by holding it between the fingers of each hand and
setting it vibrating is mentioned in probably the
earliest book on the Lute, that of Adrian Le Roy,
published at Paris in 1570. '

Although it would be easy to recount much that
is entertaining in relation to this once favourite
instrument, it is necessary to remember that our
subject is the Viol and not the Lute; but let us stay
but a moment more to listen to Thomas Mace

. Macaulay’s “ History of England.” Vol. 4, p. 320.




Section ¥D.—The Biol in England.

CHAPTER III

IT is the presence of Viols in the band of

Henry VIII. that mainly concerns us. We have
become familiar with the mention of rebecks, shalmes,
and psalteries in connection with early English music;
but now for the first time we meet with Viols. The
advent of these instruments needs more than a
passing word or two. Whence they came, and
their history in England during some one hundred
and fifty years, are questions we should like to be
informed upon. In vocal music we had already
gained a proud position, considering the infantile
state of music throughout Europe, and it now
remained to develop the instrumental branch of the
art. That the Viol came to us frem Italy I am un-
able to believe. The respective dates upon which
we may, with any semblance of certainty, rely as
having any bearing upon the instrument, both in
Italy and England, point to its being as early in use
with us as with the Italians. The latter, doubtless,
became makers of the Viol at a much earlier date
than ourselves ; but it is its introduction here, not its
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manufacture, we are now considering. In seeking
the country whence the Viol came into England,
it is necessary to inquire into the condition of the
arts among the chief European nations at this period;
and next consider the extent of our intercourse with
these nations. We need not undertake that exceed-
ingly difficult task in its entirety, but content our-
selves with the results of the labours of others. We
are told, “ Italy, long conspicuous for such musical
science and skill as the middle ages possessed, had
fallen in the first part of the sixteenth century very
short of some other countries, and especially of the
Netherlands, from which the courts of Europe, and
even the Italian princes, borrowed their performers
and their instructors.”*  Again, it is said, in
reference to the Low Countries, “ The standard of
culture in those flourishing cities was elevated, com-
pared with those observed in many parts of Europe.
The children of the wealthier classes enjoyed great
facilities for education in all the great capitals. The
classics, music, and the modern languages, particularly
the French, were universally cultivated.”t 1 can
hardly over-estimate the value of this last extract in
its relation to music, when the progress of the art
among the different European nations is being
gauged, since it refers to a period a centuryearlier than
that under consideration; but it yet remains to
notice the early cultivation of amusements of a

* Motley’s “ Dutch Republic.”
+ Hallam’s “ Literature of Europe.” Vol. IL, p. 252.
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rational nature among the Netherlanders, which led
up to a pastime afterwards much practised by the
English, namely, the masque, in which the Viol was
not seldom used. As early as the year 1425, the
Netherlanders had their tragedies, their charades,
and feats of poetic skill. “They dramatised tyranny
for public execration.” “ They ridiculed with their
farces and their satires the vices of the clergy.”
Music had a share in most of these entertainments.
In England at the same period we had a rude kind
of play—the mystery—which had formerly been per-
formed at wakes and fairs, in barns, taverns, and
tap-rooms, but was now under the control of
particular guilds. .

And now as to our intercourse with the Low
Countries. I have already referred to Caxton’s
auspicious mission, undertaken in the year 1464,
to bring about a commercial relationship between
England and the Netherlands. Whatever may
have been the result of that mission commercially,
does not affect the fact that trade and inter-
course between these nations had existed for a long
period. Edward III, struck with the flourishing
condition of the United Provinces, rightly concluded it
was the result of industry and skilfulness among the
artisans, and exerted himself to induce many Flemish
workers to settle in this country. A

In the reign of Henry VIII. evidence is not
wanting to show that our connections with the
people of the Low Countries, both political and
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commercial, assumed a more important character
than had hitherto attached to them. The events
which led to the visit of the Emperor Charles V. to
England need no mention here. It is sufficient for
our purpose to know that he was met at Dover by
his confidant, Cardinal Wolsey, and that Henry VIII.
welcomed him with all the honours due to his
station. That a visit which lasted but a few days,
served to enlighten the English people upon the
advanced state of music in the Netherlands, is not
to be supposed, or that the subject occupied greatly
the thoughts of the Emperor, the King, or the
Cardinal. We may, however, assume that it led
indirectly to musical results beneficial to us, re-
membering the attachment to music shown by
Henry VIII.,, Wolsey, and the Emperor.

If we accept but a tithe of all that has been said
of Charles V.s love of music, there yet remains
enough to give value to his association with the art.
Sandoval, in his life of the Emperor, tells us “he
was a great friend to the science of music;” “that
he knew if any other singer intruded, and if any one
made a mistake;” and relates that “a composer
from Seville presented the Emperor with a book of
motets and masses, and when one of these composi-
tions had been sung, he called his Chancellor, and
said, ‘ See what a thief! What a plagiarist! Why
this passage is taken from one composer and this
from another, naming each as he proceeded.  Thjs
display of musical knowledge on the part of the
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Emperor reminds us of Napoleon’s supposed feats
of memory, when, inspecting his men after an
engagement, he called them by their names, and
praised them for their bravery, thus magnifying their
deeds to themselves and their companions. It never
occurred to their simple minds that their beloved
general obtained a list of the soldiers who merited
praise and distinction. The Emperor Charles V.,
like Bonaparte, was a skilful general both in and
out of the field, and contrived probably to make
a somewhat superficial knowledge pass current as
profound. We read of him as the greatest general
of his age; probably the greatest eater; an all but
canonized saint; and, according to Sandoval, the
foremost musical critic of his time. That his
deeds entitle him to the two first distinctions,
history abundantly shows.

The pastime of the masque already referred to
as having been popular in the Netherlands and
France, was first introduced here at the Palace of
Greenwich in 1512. Eight years later, we read of
another being given in the same place. Bearing in
mind the presence of the Viol in Henry's Court
band, it is possible they were used as accompani-
ments to the voice in these entertainments. Lord
Bacon lightly touches upon the musical arrange-
ments of a masque : he tells us, *“ These things are
but toys to come amongst such serious observations.
But yet, since princes will have such things, it is
bettér they should be graced with elegancy than
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daubed with cost. I understand it, that the song e
in quire, placed aloft, and accompanied with some
broken music,* and the ditty fitted to the device.
Acting in song, especially in dialogues, hath an ex-
treme good grace. I say acting, not dancing (for
that is a mean and vulgar thing), and the voices of
the dialogue should be strong and manly, a bass and
a tenor ; no treble, and the ditty high and tragical,
not nice or dainty. Several quires placed one over
against another, and taking the voice by catches,
anthemwise, give great pleasure.”t

Viols had evidently found their way into the
houses of the wealthy, since Sir Thomas More,
Wolsey’s successor, an ardent lover of music, had
the Viol used in his family, and, probably at an
earlier date than the year of his succeeding to the
Chancellorship in 1530.

In the reign of Edward VI. we find the royal
musical establishment had increased- its Viols to
eight, and »educed its sackbuts to six. This points
to a reform in the right direction. Our interest in
relation to this state band is awakened by the names
of several of its members, such as Philip Van Welder,
Peter Van Welder, Bernard de Ponte, John Seuer-
nicke, Oliver Rampons, Pier Guye, Anthony de
Chounte, pointing directly to the influence of the
musicians of the Low Countries; but there remains

*

Broken music,” Mr. Chappell, in his “ Popular Music of the
Olden Time,” tells us, means “a string band.”

t+ Bacon’s “ Essays.”
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to notice a Netherlander, who visited our shores
about this period, before whom a whole army of
such as those mentioned in connection with Edward’s
musical establishment, sink into utter insignificance.
It is to Orlando Lassus I refer. How long this
great composer stayed with us, or what he did, is not
known; we may, however, assume that the visit of
such a truly great musician as Lassus could not
have been otherwise than productive of important
consequences to the furtherance of music in Eng-
land. When it is remembered how much Orlando
contributed to the school of Venetian Madrigal
writings, it is scarcely possible he could have been
in our midst without making us more or less familiar
with this style of music, and mention of his name
serves to bring under the reader’s notice the progress
of that delightful branch of musical composition in
this country, forming, as it does, an important link
in the history of the Viol. '

I have already referred to the first collection of
compositions for social use, published in England by
Wynkyn de Worde in 1530. The next collection
appears to have been published in 1571, with the
following curious title: “Songes of three, fower,
and five voyces, composed and made by Thomas
Whythorne, gent., the which songes be of sundry
sortes, that is to say, some long, some short, some
hard, some easie to be songe, and some between
both; also some solemne, and some pleasant or
merry; so that according to the skill of the
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singers (not being musitians) and disposition or
delite of the hearers they may here finde songes
for their contentation and liking. Now newly
published, Anno 1571.” Both the words and
music of this collection are described by Dr.
Rimbault as truly barbarous. In 1588 was pub-
lished Byrd’s ‘ Psalmes, Sonets, and Songes of
Sadnes and Pietie.”

It is convenient in this place to refer to the ex-
traordinary number of Netherlanders who made
England their home in 1566, unable longer to exist in
their native land under the tyrannizing government
of Philip. It is said as many as thirty thousand
Netherlanders established themselves at Sandwich,
Norwich, and other places assigned to them by Queen
Elizabeth ; and thus remarks one of their own
historians, ‘“ Have the English built up their own
fabrics.” ‘ Thus have they drawn over to their own
country our skilful artisans to practice their industry.”
We thus appear to have received similar benefits to
those which the Revocation of the Edict of Nantes
afforded us with regard to the handicrafts of
France more than one hundred years later. That
this body of Netherlanders, coming from the home
of domestic music, must have largely influenced its
progress in England, hardly admits of doubt.

As further evidence of our intercourse with the
Low Countries, it may be mentioned that the
merchant prince, Sir Thomas Gresham, both traded
with them and spent much time there. When it
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is remembered that Sir Thomas Gresham was a
great patron of music—prcved in his founding a
Music Professorship—it can scarcely be doubted
that he introduced much that was musically new to
England from those parts.

The information I have given in the foregoing
pages relative to the Viol, from the time of its
appearance in the band of Henry VIII., points to
its progress in England having been similar to
that which it made in the Low Countries. The
entertainments, long associated with the people of
those parts, were numbered with the pastimes of
the English. Musicians bearing Dutch-sounding
names have been mentioned as having landed on
our shores, which, taken together with the evidence
of the existence of a political and commercial
- intercourse, strengthens me in the opinion I have
formed, that from the Low Countries we obtained
the Viol in the shape it took when connected
with the madrigal.




Section £0.—The Viol in England.

CHAPTER 1V.

TOWARDS the close of the sixteenth century we

seem to have completely awoke to a sense of
Italian musical art. Our progress towards it had
probably been more rapid than that of either France
or Germany, and had its recognition been longer
delayed it would have appeared unaccountable at
this distance of time. In 1588 was issued the first
collection of Italian Madrigals translated into
English, edited by Nicholas Yonge* with the
following preface, which throws some light upon the
state of music in the latter part of the sixteenth
century.

" “Since I first began to keep house in this city,
it has been no small comfort to me, that a great
number of gentlemen and merchants of good accom-
paniment-(as well of this realm as of foreign nations),
have taken in good part such entertainment of
pleasure as poor ability was able to afford them,
both by the exercise of Music daily used in my
house, and by furnishing them with books of that

* Burney describes Yonge as a city merchant.
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kind yearly sent me out of Italy and other places;
which being for the most part Italian songs, are for
sweetness of air very well liked of all; but most
in account with them that understand that language.
As for the rest, they do either not sing them at all,
or at the least with little delight. And albeit there
be some English songs lately set forth by a great
master of music, which for skill and sweetness
may content the most curious; yet because they are
not many in number, men delighted with variety,
have wished more of the same sort ; for which cause
chiefly I have endeavoured to get into my hands all
such English songs as were praiseworthy; and
amongst others I had the happiness to guide in the
hands of some of my good friends certain Italian
madrigals, translated, most of them, five years
ago, by a gentleman for his private delight (as not
long before certain Napolitans had been Englished
by a very honourable personage, and now a Coun-
sellor of State, whereof I have seen some, but
never possessed any),” &c.

We here get a glimpse of the private musical
parties in the reign of Elizabeth. In order to obtain
additional light we must turn to a foreign source.
- Doni published at Venice in 1544 his “ Dialogue of
Music,” a work already referred to in the section on
the Viol in the Netherlands. In the first part of
the Dialogue the voices are unaccompanied. In
the second conversation, instruments are jozzed to
the voices. That the Viol was used by the
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singers of madrigals in England in the latter part
of the sixteenth century, may be assumed, and
therefore Doni’s description serves to inform us
as to how they were utilised. Instrumental music
for the chamber at this period did not exist. The
Viol either accompanied the voice in unison, or
the performer played the voice part alone.

We have an instance of the use of the Viol at
this period which is connected with an important
political event, that of the signing of a famous
treaty at the Palace of Nonesuch at Greenwich in
1596. Three peers of the realm waited upon the
French Ambassador, and escorted him and his suite
in seventeen royal coaches to the Tower; seven
splendid barges then conveyed them along the
Thames to Greenwich. “In the midsummer twilight
the brilliantly decorated barges were again floating
on the historic river, the gaily-coloured lanterns
lighting the sweep of the oars, and the sound of the
Lute and Viol floating merrily across the water.”*

It was not until 1597 that the titles to madrigals
and songs had any reference upon them to the Viol
da Gamba. In that year appeared “The First
Booke of Songes or Ayres of foure parts, with
Tablature for the Lute. So made that all the partes
together, or either of them severally, may be song
to the Lute, Orpherion, or Viol da Gamba. Com-
posed by John Dowland, Lutenist and Batchelor of
Musicke in both Universities. Also an invention

* Motley’s “ The United Netherlands.” Vol. 111, p. 384
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by the said Author for fwo fo play upon one Lute.
Printed by Peter Short, dwelling on Bread Street
Hill at the signe of the Starre, 1597.

The composer of this book of songs was a
musician of considerable reputation. Anthony
Wood went so far as to say ‘“He was the rarest
musician that his age did behold,” in the utterance
of which he over-stepped the bounds of truth by a
long way. Dowland, however, lives not alone in
the pages of gossiping Wood ; his name is found
entwined in Shakspeare’s verse :

Dowland to thee is dear, whose heav’nly touch,
Upon the Lute doth ravish human sense,
Spenser to me, whose deep conceit is such,
As passing all conceit needs no defence.”

In another book of songs composed by John
Dowland, and printed in the year 1600, is included
“ An excellent lesson for the Lute and Bass Viol,
called Dowland’s Adew.” To the same year belong
Thomas Morley’s Canzonets, or short songs to sing
and play to the Lute with the Bass Viol. In 1599,
Morley edited “ Consort lessons made by divers
exquisite authors for six different instruments to
play together, viz., the treble Lute, pandore, cithern,
Bass Viol, flute, and treble Violl.”

To this period belongs the earliest music for the
Viol, published in England wztkout voices, which is
that of Anthony Holborne, dated 1599, consisting
of pavans, allemands, &c.

Between 1603 and 1609, Dowland printed a work
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in five parts for Lute and Viols, named *“ Lacrimae ;
or, Seven Teares figured in seven passionate Pavans,
with divers other Pavans, Galliards, and Almands.”
The works already mentioned sufficiently evidence
the new condition of the Viol in England at this
date, without lengthening the list. If the reader
wishes to extend his knowledge of such works, he
cannot do better than look into Dr. Rimbault’s
“ Bibliotheca Madrigaliana,” and Mr. Chappell’s
“ Music of the Olden Time.”

The following lines of Drayton’s, printed in
1613, throw much light upon the instruments in
use at the close of the sixteenth century :—

“ When now the British side scarce finished their song,
But th’ English, that repin’d to be delay’d so long,
All quickly at the hint, as with one free consent,
Struck up at once and sung, each to the instrument
(Of sundry sorts that were, as the musician likes)
On which the practic’d hand with perfect’st fing’ring strikes,
Whereby their height of skill might liveliest be exprest,
The trembling Lute some touch, some strain the V7o/ best,
In sets that there were seen, the music wondrous choice
Some, likewise, their affect the Gamba with the voice.

To shew that England could variety afford,

Some that delight to touch the sterner wiry chord,

The Cithern, the Pandore, and the Theorbo strike

The Gittern and the Kit the wand’ring Fiddlers like,

So were there some again, in this their learned strife,
Loud instruments that lov’d, the Cornet and the Fife,

The Hoboy, Sackbut deep, Recorder, and the Flute ;

E’en from the shrillest Shawm into the Cornamute,

Some blow the Bagpipe up, that plays the Country Round ;
The Tabor and the Pipe some take dclight to sound.”
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Upon the accession of James I. to the English
throne, instrumental music was further developed
by the frequent performance of court masques.
Roger North tells us, “ The music at these masques
(as must be supposed) was of the airy kind, with as
much variety and novelty as could be contrived
to please the Court, and among other conceits there
was a consort of twelve Lutes, which must needs be
(in our dialect) very fine and pretty. The enter-
tainments consisted of consorts, singing machines,
short dramas, familiar dialogues, &c., wherein the
younger quality had no small share, and taking the
whole together, and excepting the advantage of a
single voice or two, these diversions were not
inferior to our operas.” These entertainments at the
Court of St. James’s, as with the French, were the
precursors of opera in England, and belong to the
chain of dramas which completed the union of poetry
and music on our stage.  Whether James I. gave
encouragement to music from any love he himself
had for the art matters little; we have the fact that
his children were taught music, and that Prince
Charles attained to a considerable degree of pro-
ficiency on the Viol da Gamba, under his master,
John Coperario, an Englishman, who, having
resided in Italy some time, returned to his native
land with his name Cooper Italianised. I am
inclined to think much of the future development
of playing the Viol da Gamba in England had its
foundation in Coperario introducing a knowledge
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of the instrument from abroad, superior to any we
then possessed. He composed a set of Fancies for
his royal pupil, the original manuscript of which is
said to be in existence. It was doubtless to these
Fancies that Playford alludes, when speaking of
Charles I.’s skill in music: “ He could play his part
exactly well on the Bass-Viol, especially of those
incomparable Fancies of Mr. Coperario to the
organ.” It is interesting to know, upon the
authority of Dr. Rimbault, that this first great
English professor of the Viol da Gamba composed
the celebrated song, “Mad Tom,” erroneously
attributed to Purcell. To Coperario is attributed
the adaptation of Lute tablature to the Viol,
which system was known as “Lyra way,” hence
Lyra Viol. This is clearly an error, since the
Italians used it a hundred years before Coperario’s
time. That he first applied it in England is
possible and probable.

To attempt to describe the construction and
mode of playing instruments no longer in use, in
a manner which shall at once be entertaining and
instructive, would end as all such attempts have
invariably done, in confusion, when technicalities
have to be explained. History in rhyme is curious
and, perhaps, entertaining, but terribly misleading,
and so are sciences made easy; nevertheless, to
leave the reader without information as to the mode
of playing Viols in England at this period, would
leave him without any idea at all approach-
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ing correctness as to their merits. I will, therefore,
hasten to administer the medicinal information in as
agreeable a manner as possible.

In an Italian work, entitled “ Della Prattica
Musica, vocale et strumentale,” by Scipione Cerreto,
published in 1601, mention is made of the Viola da
Gamba as an instrument proper to accompany the
voice in singing. The system of notation, common
‘to the Italians, was by figures, which method had
been in use among them certainly more than a
century prior to the date of Cerreto’s publication.
In another place I have given an example of this
tablature. The Spaniards also ‘used figures, whilst
the French notation' was by letters of the alphabet.
Galileo explains, in a book published at Venice in
1583, the Italian tablature, which is identical with
that of the French as set forth by Adrian Le Roy
in his work on the Lute, published at Paris in
1570. This work was translated and published in
England in 1574, by John Kingston; earlier
information, however, relative to tablature, is
found in the Musurgia of Ottomarus Luscinius,
published at Strasburgh in 1536. The system,
whether by figures or letters, was briefly this ; each
string had its stave line, therefore a seven-stringed
Viol needed a stave of seven lines, lettered or
figured, at the points of which the finger was made
to stop the note, the instrument being, of course,
tuned in accordance with such fingering. The mode
of indicating the time in this notation was by
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placing above each figure or letter characters
answering to our quavers and crotchets, &c., but
detached as in the early ordinary notation, for it was
not until long after that crotchets and quavers were
set forth in groups. Between the time that Coperario
applied this notation to the Viol in England, and
the date of publication of Simpson’s Division Viol,
published in 1665, there does not appear to have
been issued any book treating at length of the Viol.
Roger L’Estrange, the licenser of the period, an
ardent lover of the Viol da Gamba—of whom we
shall have more to say later—addresses the reader
in a second edition of Simpson’s book, saying, “ It
bears for title, “ The Division Viol; or the Art of
Playing Extempore upon a Ground;” and it does
certainly answer that pretence, both for matfer and
method, to the highest point of reasonable expecta-
tion. And yet I cannot so properly call it the Bes,
as (indeed) the only Treatise 1 find extant upon this
argument.” As regards actual shape and form
there was no difference between a Lyra Viol, a
Consort Viol, and a Division Viol, further than that
they were increased or diminished in size as fancy
dictated. These terms have reference to the music
adapted to the instrument : to play the Gamba Lyra-
way was simply to apply Lute tablature to the
instrument, arranging the strings and frets accord-
ingly. A Consort Viol was used with the ordinary
notation. To apply the old custom of making
divisions (variations on a theme or ground) to a
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Gamba was to play the Division Viol. For half a
century this taste for “Division” had been increasing
in England among Violists, and Simpson un-
doubtedly did them good service in writing his
book ; indeed, it reflects no little credit on their
abilities that they should have done without it so
long, for the demands of “ Division ” were not slight.
The art of playing upon a ground needed both
theoretical and executive skill. That Cavaliers and
Roundheads should have met in all seriousness to
perform extempore, that feat which Corelli in his
Twelfth Solo, and Sebastian Bach in his Chaconne,
performed pen in hand, is but again the verification
of that time honoured line—

“ Fools rush in where angels fear to treadi‘ﬂ\

N,

An extract or two from Christopher Simpson’s
most interesting treatise will serve to show the
technicalities of Division, and how much that is
thought new is truly venerable.

Of the instrument, Simpson says, “ A Viol for
Division, should be of something a lesser size than
a Consort Bass.” “It must be accommodated with
six strings and with seven frets, like those of a Lute,
but something thicker.” His instructions as to
holding the Viol, and the motion of the bow arm,
are both curious and apt, and in some cases have
not been departed from in the works of Romberg
and Dotzauer :—

“ Being conveniently seated, place your Viol
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between your knees, so that the lower end of it may
rest upon the calves of your legs, set the soles of
your feet flat on the floor, your toes turned a little
outward. When you are to set your fingers upon
the strings, you must not grasp the neck of your
Viol, but keep your thumb on the back of the neck,
opposite to your forefinger, so that your hand may
have liberty to remove up and down as occasion
shall require. When you set any finger down,
hold it on, and play the following notes with
other fingers, until some occasion require the
taking it off. This is done as well for better order

~ of fingering, that the fingers may pass smoothly

from note to note, without lifting them too far from
the strings, as also to continue the sound of a note
when the bow has left it.” This rule Campagnoli
made use of in his Violin instruction-book, nearly
a century and a half later, and it holds good to the
present day. Of the motion of the bow arm he
says, “ I told you before, you must stretch out your
arm straight, in which posture ({playing long notes)
you will necessarily move your shoulder joint; but
if you stir that joint in quick notes, it will cause the
whole body to shake, which by all means must be
avoided, as also any other indecent gesture. Quick
notes, therefore, must be expressed by moving
some joint nearer the hand, which is generally
agreed upon to be the wrist.” Further on, he enters
upon the matter of taste in playing the Viol da
Gamba. “It now remains, that in directing the

12
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hand, I speak something concerning the gracing of
notes, and tho’ it depends much upon humour and
imitation, yet I will try how far it may be delivered
in words and examples: Gracing of notes is per-
formed two ways, viz.,, by the Bow and by the
fingers. By the Bow, as when we play loud or
soft, according to our fancy, or the humour of the
music. Again, this loud or soft is sometimes
expressed in one and the same note, as when we
make it soft at the begzmning, and then (as it were),
swell or grow louder towards the middle or ending.
Some also affect a Shake or Z7eméble with the Bow,
like the shaking stop of an organ; but the frequent
use thereof is not (in my opinion) much commend-
able.” Duport, Spohr, or Bailliot never to their
pupils uttered words more to the purpose in
reference to light and shade and good taste, than
Christopher Simpson wrote in his book on the
Viol in 1665; but let us listen to Simpson on
the Shake.

“ Shaked Graces we call those that are formed by
a shake or tremble of a finger, of which there are
two sorts, viz., close and open ; rlose-shake is that
when we shake the finger as close and near the
sounding note as possible may be, touching the
string with the shaking finger so softly and nicely
that it makes no variation of tone.”  “ Open-shake
is when a finger is shaked in that distance from
whence it was removed, or where it is to be set
down ; supposing the distance exceed not the wide-
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ness of two frets, for wider than that we never
shake. Graces made with open shakes are these—
a beat, a backfall, an elevation, a cadent, and a
double vellish.” It is enough for the reader to
know that our author clearly explains his meaning of
backfalls and double rellishes, together with beats
and elevations, which were appoggiaturas of divers
kinds. “Of these forementioned Graces,” he pro-
ceeds to tell us, “ some are more rough and mascu-
line, as your Skaked Beats and Backfalls; others
more smooth and feminine, as your Close-shake
and Plain Graces, which are more natural to the
treble or upper parts. Yet when we would express
love, courage, or cheerfulness upon the #reble, we
do frequently use both skaked beats and backfalls,
as on the contrary, smooth and swelling notes
when we would express sorrow, compassion, or the
like.”

Part the Second of the ‘ Division Viol” teaches
the use of concords and discords. His “ Reflections
upon the Concords of Music” are curious and
interesting : he remarks, “ And here I cannot but
wonder, even to amazement, that from no more
than Three Concords (with some intervening dis-
cords), there should arise such an infinite variety,
as all the music that ever has been or ever shall
be composed. And my wonder is increased by
a consideration of the seven gradual sounds or
tones, from whose various positions and inter-
mixtures those concords and discords do arise.
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The gradual sounds are distinguished in the scale
of music by the same seven letters which in the
calendar distinguish the seven days of the week;
to either of which, the adding of more is but a
repetition of the former over again.” “ When I
further consider the threz sounds placed by the
interval of a third one above another, do consti-
tute one entire Aarmony, which governs and com-
prises all the sounds which by art or imagination
can, at once, be joined together in musical concor-
dance, this I cannot but think a significant
emblem of that supreme and incomprehensible
Three in One, governing, comprising, and dis-
posing the whole machine of the world with all its
included parts, in a most perfect and stupendous
Harmony.” This ingenious and beautiful compari-
son serves to display the inner man of the old Violist.
To have been moved by such thoughts as these
points to a reflective, moral, and religious character.

Of Division, and the manner of performing it,
Christopher Simpson says, “ Diminution or Division
fo a Ground, is the breaking either of the Bass or
of any higher part that is applicable thereto. A
Ground, Subject, or Bass (call it which you please) is
pricked (written) down in two several papers; one
for him who is to play the Ground upon an Organ,
Harpsichord, or what other instrument may be apt
for that purpose ; the other for him that plays upon
the Viol, who, having the said Ground before his
eyes, as his 7%eme or Subject plays such variety of
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Descant or Division in concordance thereto, as his
skill and present invention do then suggest unto
him. In this manner of play, which is the perfection
of the Viol, or any other instrument, if it be exactly
performed, a man may show the excellency both of
his hand and invention, to the delight and admira-
tion of those that hear him.”




Section ¥9.—The Biol in England.

CHAPTER V.

IT is to the pages of John Playford’s book,

“An Introduction to the Skill of Music,” we must
now turn for further information on Viols. He tells
us, ““ Of the Consort Viol there are three several sizes,
one larger than the other, according to the Three
Parts of Musick set forth in the gamut, viz., Treble-
Viol, Tenor-Viol, and Bass-Viol. The Treble-Viol
plays the highest part, and its lessons are pricked
by the G clef. The Tenor-Viol or middle part by
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the C clef, and the Bass-Viol, which is the largest,
by the F clef.”

It will here be seen that the Treble-Viol was an
octave higher than the Bass-Viol. There must have
been, however, intermediate Viols in use at an
earlier date, judging from the compositions of several
parts adapted to them, for when the practice of
singing madrigals declined, Coperario, Jenkins, and
others composed fancies (fantasias), in six parts
answering to the number of Viols in a chest. Hawkins
quotes Dr. Tudway, who describes a chest of Viols
as “a large hutch with several apartments and par-
titions in it; each partition was lined with green
baize to keep the instruments from being injured
by the weather; every instrument was sized in big-
ness according to the part played upon it.”

In turning to the pages of ‘“Musick’s Monument,”
by Thomas Mace, who was an enthusiastic lover of
music, and one of the Clerks of Trinity College,
Cambridge, we find many interesting particulars
relative to Viols. He records that in the days of
his youth, “we had for our grave musick fancies
of three, four, five, and six parts to the organs,
interposed now and then with some Pavins,
Allmaines, solemn and sweet delightful ayres, all
of which were so many pathetical stories,
rhetorical and sublime discourses, subtle and acute
argumentations, so suitable and agreeing to the
inward, secret, and intellectual faculties of the soul
and mind, that to set them forth according to their
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true praise, there are no words sufficient in language ;
yet what I can best speak of them, shall be only to
say, that they have been to myself and many others,
as divine raptures powerfully captivating all our
unruly faculties and affections for the time, and dis-
posing to solidity, gravity, and a good temper,
making us capable of heavenly and divine influences.
The authors of such like compositions have been
divers Englishmen and Italians, some of which for
their very great eminency and worth in that par-
ticular faculty I will name here, viz., Mr. Alfonso
Ferabosco, Mr. John Ward, Mr. Lupo, Mr. White,
Mr. Richard Deering, Mr. William Lawes, Mr.
John Jenkins, Mr. Christopher Simpson, Mr.
Coperario, and one Monteverde, a famous Italian
author.” He then proceeds to tell us that these
compositions were  performed upon so many equal
and truly-sized Viols, and so exactly strung, tuned,
and played upon as no one part was any impedi-
ment to the other.” Our quaint old author
later tenders his advice regarding the selecting
of Viols. “Your best provision and most com-
plete will be a good chest of Viols, six in
number, viz.,, two Basses, two Tenors, and two
Trebles, all truly and proportionably suited. Of such
there are no better in the world than those of
Aldred, Jay, Smith, yet the highest in esteem are
Bolles and Ross; one Bass of Bolles I have known
valued at £100. These were old, but we have now
very excellent workmen, who, no doubt, can work as
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well as those, if they be so well paid for their work
as they were. Yet we chiefly value old instruments
before new ; for by experience they are found to be
far the best.” “If you cannot procure an entire
chest of Viols, suitable, &c., endeavour to pick up,
here or there, so many excellent good odd ones, as
near suiting you as you can, every way, viz., both
for shape, wood, colour, &c., but especially for size.
And to be exact in that, take this certain rule, viz.,
let your Bass be large. Then your Trebles must be
just as short again in the string, viz., from bridge
to nut, as are your Basses, because they stand eight
notes higher than the Basses, therefore as short
again ; for the middle of every string is an eighth.
The Tenors in the string just so long as from the
bridge to F fret, because they stand a fourth higher
than your Basses, therefore so long. Let this suffice
to put you into complete order for Viols either way ;
only note, that the best place for the bridge is to
stand just in the three-quarter dividing of the open
cuts (sound holes) below, though most, most errone-
ously, suffer them to stand too high, which is a
fault.” ““And now to make your store more amply
complete, add to these three full'sized Lyra Viols,
there being most admirable things made, by our
very best masters for that sort of musick, both consort-
wise and peculiarly for two or three Lyres. ¢ Let
them be lusty, smart-speaking Viols; because that
in consort they often retort against the Treble,
imitating, and often standing instead of that part,
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viz., second Treble. “They will serve likewise for
Division-Viols very properly, and being thus stored,
you have a ready entertainment for the greatest
prince in the world.” This curious account furnishes
us with a theoretical knowledge of Viols, and shows
our author to have been possessed of an enquiring
mind, and fully alive to their merits.

Although it would, perhaps, be easy to cite many
other interesting references to the English Viol,
space and the patience of the reader render it
necessary to bring this section to a close with a
brief notice of the Viol in social life.

From the days of Elizabeth—when, according to
Thomas Morley, it was the custom after supper to
bring forth the madrigal parts, to fail to read which
at sight was sufficient to excite amazement and
wonder as to how such (madrigally) ignorant
persons could have been “brought up ”—to the time
of the Restoration, social music continued to
advance, excepting when puritanical principles exer-
cised their tyrannising influence over the delights and
recreations of the people ; and even then it flourished
by stealth. When the decline of the madrigal in
England began, the practice of the Viol among
the gentry became very general. It was not,
however, until it was recognised at the Palace
of St. James’s that we find so many notabilities
deriving pleasure from Viol-playing. We get
a glimpse of this amateur musical interest in more
than one of the sets of compositions, written and
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published about this period. In 1606, one Richard
Alison, who subscribed himself * gentleman and
practitioner” in music, published a set with the
following title: “An Howre’s Recreation in Musicke,
apt for instrumentes and voyces, framed for the
delight of gentlemen and others which are wel
affected to that qualitie ; all for the most part with
two trebles, necessarie for such as teach in private
families.” Then follows an evident allusion to the
Gunpowder Plot, “with a prayer for the long pre-
servation of the King and his posteritie, and a
thanksgiving for the deliverance of the whole estate
from the late conspiracie.” In 1614 Sir William
Leighton, “one of his Majesty’s honourable band
of gentlemen pensioners,” published “ Teares; or,
Lamentations of a Sorrowfull Soule,” set for divers
instruments and voices.

Among the principal amateur performers on
the Viol da Gamba, Sir Roger L’Estrange stands
out in bold relief. His character, painted by the
historian “as ferocious and ignoble,”* strangely
contrasts with that we invariably find belonging to
musicians.  Ferocity and music, musically speaking,
is a false relation barbarously discordant. It is,
however, Sir Roger’s connection with the Viol with
which we have to do, and not with his party spirit.
Allusion has already been made to his “ Address to
the Reader,” in Simpson’s book on the Viol. This
is not the only evidence of his interest in music, for

* Macaulay.
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we find him foremost among the admirers of that
first of English concert givers, Thomas Britton; and
it is even said that to Sir Roger the musical club
presided over by the small-coal-man owed its
existence. He was also frequently at the music
meetings held at the house of John Kingston,
organist to Oliver Cromwell, where, upon one
occasion, he earned for himself a title which
caused him some amount of displeasure. It is
scarcely needed to remind the reader that party
spirit was above proof at this period, and made even
social music gatherings inflammable. This being so,
we cannot wonder that a Royalist performing on his
Viol de Gamba in the house of Cromwell’s organist,
should alarm his friends. It happened that while so
engaged, Cromwell—who was a great lover of music
—entered the room. Cromwell's presence not
causing Sir Roger to instantly quit the chamber, the
Cavaliers dubbed him Oliver’s Fiddler. That he
had not shaken off the name in 1683, is shown
from a pamphlet printed in that year, entitled,
“The Loyal Observator; or, Historical Memoirs
of the Life and Actions of Roger the Fidler.”
In a pamphlet entitled, ¢ Truth and Loyalty
Vindicated,” published in the year 1662, Sir Roger
says :—

“Mr. Edward Bagshaw will have it that I
frequently solicited a private conference with Oliver,
and that I often brought my Fiddle under my cloak
to facilitate my entry. Surely this Edward Bagshaw
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has been pastor to a Gravesend boat ; he has a vein
so right; a Fiddle under my cloak ? Truly my
Fiddle is a Bass Viol, and that's somewhat a trouble-
some instrument under a cloak. ’'Twas a great
oversight he did not tell my lord to what company
(of Fiddlers) I belonged. Concerning the story of
the Fiddle, this I suppose might be the use of it.
Being in St. James's Park, I heard an organ touched
in a little low room of one Mr. Hickson’s. I went
in and found a private company of some five or six
persons. They desired me to take up a Viol, and
bear a part. I did so, and that a part too, not much
to advance the reputation of my coming. By-and-
bye, without the least colour of a design or expecta-
tion, in comes Cromwell. He found us playing,
and as I remember, so he left us.”* Thus we sce
Sir Roger, upon his own showing, did nct allow his
Royalism in any way to interfere with his music,
which, from a musical point of view, was very
commendable.

We also recognise his anxiousness to clear his
character from the stain of being a votary of the
Fiddle, for be it remembered that instrument of
instruments was looked upon as essentially vulgar in
Cromwellian times, as we shall presently discover.
I have now but to add my last note in reference to
Sir Roger L’Estrange, which is, according to Jesse's
Memoirs of London, that he lies buried in St. Giles’s

* Chappell’s “ Music of the Olden Time.”
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Church, where, in the middle pillar on the north
side of the column may be seen—

“ Sir Roger L’Estrange, Knt.,
Born 17th December, 1616,
Died 11th December, 1704.
Anno Atatis Suae 89.”

That worthy notability, Sir Henry Wotton, was
a Violist. In his life, by Izaak Walton, we have his
will, wherein he says, “ To the above-named Dr.
Bargrave, Dean of Canterbury, I leave all my
Italian books not disposed of in this will. I leave
to him likewise my V7ol da Gamba, which hath been
twice with me in Italy, in which country I first
contracted with him an unremovable affection.”

Pepys seems to have played both the Fiddle
and the Viol, from the references he makes to these
instruments in his immortal Diary. On the 3rd of
December, 1660, he “ rose by candle-light and spent
his morning in’ Fiddling till it was time to go to the
office,” and on the 21st of November in the same
year, he tells us, “ At night to my Violl (the first
time that I have played on it since I came to this
house), in my dining-room, and afterwards to my
Lute there, and I took much pleasure to have the
neighbours come forth into the yard to hear me.”

Lord Keeper North, the author of the “ Memoir$
of Musick,” a book I have so frequently noticed,
was in his youth a great Violist, besides possessing
a theoretical knowledge of Music.

Having mentioned a few of the Viol's votaries, I
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cannot refrain from giving the reader the opinion of
a most eminent hater of the instrument, Henry
Purcell. An intimate friend of Purcell’s, one
Subdean Gosling, played on the Viol da Gamba,
and, to vex the subdean, Purcell instructed a
poetaster to write the following mock eulogium on
his friend’s favourite instrument, which he set in the
form of a round for three voices :—

¢ Of all the instruments that are,
None with the Viol can compare :
Mark how the strings their order keep
With a whet, whet, whet, and a sweep, sweep, sweep.
But above all this still abounds
With zingle, zingle, zing, and a zit, zat, zounds.”




Section B.—The Biol in Etalp.

CHAPTER 1.

“ IT was in Italy that the essential qualities which

distinguish the modern from the medizval
world was developed. Italy created that new
spiritual atmosphere of culture and of intellectual
freedom which has been the life-breath of European
races; as the Jews are called the chosen people of
Divine Revelation, so may the Italians be called the
chosen and peculiar vessels of the prophecy of the
Renaissance. In art, in scholarship, in science, in
the mediation between antique culture and the
modern intellect, they took the lead, handing to
Germany, and France, and England the restored
humanities complete.”*

It would be difficult to find, throughout the
many volumes which have appeared from time to
time, relative to Italy’s part among the arts and
sciences, a more appropriate passage than the above
to illustrate the extent and character of the work
achieved by that nation in the art of music. The
distinction between medieval and modern culture is

* Symonds’ “ Renaissance in Italy,” 1875, p. 33.
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well marked, and the exact position taken up by the
Italians clearly defined.

It has often been the endeavour of the musical
historian to make Italy the one and sole point from
whence all progress emanated, frequently perverting
history to give colour to cherished theories and
prejudiced opinions : much of this has doubtless
arisen from the fact of Italy having taken the lead
in the restoration of polite letters. It does not
follow, however, that because her people rescued the
forgotten and abandoned manuscripts of the Greek
and Latin authors, they must necessarily have been
alone instrumental in recovering the arts in general.
As regards the art of music in particular, it must
be remembered that, even though a very Poggio
in music manuscripts had unearthed all the notes the
Greeks and Romans ever penned, they could not
possibly have charmed fifteenth century ears, neither
was it practicable to assimilate the ancient and
modern systems. This being so, there could not
have been a Renaissance in music. The art as
found in the fifteenth century was the outcome from
a state of barbarism in distant ages, and not a re-
creation. Sir William Temple has said, “It is
agreed by the learned that the science of music so
admired of the ancients is wholly lost in the world,
and that what we have now is made up out of
certain notes that fell into the fancy or observation
of a poor friar, in chanting his matins, so as that the
divine excellencies of music and poetry are grown,
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in a manner, to be little more but the one Fiddling
and the other rhyming; and are indeed very worthy
the ignorance of the friar, and the barbarousness of
the Goths that introduced them among us.”* It
is undeniable that the art of music was greatly
benefited by the effects and surroundings of the
Renaissance in Italy, though prior to the advent of
Palestrina it was the advantage of refinement rather
than that of creation.

The Italians were, perhaps, deeper in the pit of
ignorance at the beginning of the fourteenth century
than their neighbours, and therefore less likely to
concern themselves with the humanities. Hallam
tells us, “ the manners of the Italians were rude. A
man and his wife ate off the same plate; there were
no wooden-handled knives, nor more than one or
two drinking cups in a house. The pride of men
was to be well provided with arms and horses ; that
of the nobility to have lofty towers, of which all the
cities of Italy were full.” It must also not be for-
gotten that when the Italians manifested such extra-
ordinary zeal in the cause of art, it sprung from
the courts, and not from the people as in the
Netherlands and Germany.t

* Sir William Temple’s “ Essay on Ancient and Modern Learning.”

1 Burckhardt, in his “ Civilisation of the Period of the Renaissance
in Italy ” Vol. II., p. 154, remarks, “ Out of Italy it was still hardly
allowable for persons of consequence to be musicians; at the Flemish
Court of the young Charles V. a serious dispute took place on the
subject. (See Hubert Leod. deVita Frid.1I.,Palat.I.,II1.) Henry VIII.
of England is an exception, and also the German Emperor Maximilian,
who favoured music as well as as all other arts. John Cuspinian in his
¢ Life of the Emperor’ calls him, ‘Musices singulari amator.’”

A S
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There were undoubtedly intances of intense art
devotion among the princes of Italy, but on the
other hand there was an extraordinary amount of
display which fostered rivalry in the number of poets,
painters, and musicians employed in connection with
their courts, which renders it unsafe to conclude that
the patronage bestowed upon the arts indicated
exceptional knowledge on the part of all who
encouraged them, or that exceptional skill by the
nation at large is to be implied therefrom.

Macaulay, writing of this period, says, “To
collect books and antiques, to found professorships,
to patronise men of learning, became almost uni-
versal fashions* amongst the great.” “ Indeed, it
would be difficult to mention an Italian of eminence
during the period of which we speak, who, whatever
may have been his character, did not at least aqjffect
a love of letters and of the arts.” t

Abreast of this craving for culture by the Italian
despots was crime of the blackest dye. In their
palaces, into which had been gathered the choicest
fruits of all that was refined and elevating in art, lived
a host of men who made assassination a profession.
When we compare this state of social existence with
the serene and peaceful lives led by the burgher
classes of Germany and the Netherlands, upon which
art—however crude—had shed its light for two
centuries, we are better able to apportion the merit

* The liberty of italicising is mine.
1 % Essay on Machiavelli.,”
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belonging to each in the revival of art, and to
distinguish antique culture from that ¢ spiritual
atmosphere of culture” created by the Italians.

It would hardly be possible to over-estimate the
marvellous achievements of the Italians in the arts
and sciences; but those nations which contributed to
them must not be deprived of their just share of the
work. In both music and painting the Italians
acquired much from others, both at the dawn of the
Renaissance and immediately afterwards. Their
courts were teeming with foreign musicians, instruct-
ing them in the art they themselves were so soon to
ornament. In painting, although not' so much
dependent on foreign aid as in music, yet there is
nevertheless evidence of foreign influence. It is
recorded that the Duke of Urbino, one of their
earliest art patrons, could not succeed in discovering
among his countrymen a master worthy to execute
his commissions, and that he sent to Flanders for
one to paint the philosophers and poets of the time.
This being so, it is well to remember though Italy
had its Raphael, its Palestrina, and its Aldus, the
Netherlanders had their Van Eycks, their Josquin,
and the Germans their Gutenberg and Hofhaimer.

In seeking for knowledge of the part played by
‘the Viol in Italy, we need not begin with the Chant
of Saint Gregory, but may pass over in silence
seven centuries, which brings us to the days of
Petrarch and Boccaccio. That the former was both
a poet and musician is attested by his having
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bequeathed his “good Lute to Master Thomas
Bambasio of Ferrara, that he may play on it, not for
the vanity of a fleeting life, but to the praise and
glory of the eternal God.” At the coronation of
Petrarch, in 1341, in accordance with the custom of
honouring great ability, it is related there were “two
choirs of music, one vocal and the other instrumental,
employed in the procession, which were constantly -
singing and playing in turns in swee! harmony.’*
This slight reference to harmony has been cited as
implying progress in counterpoint and singing and
playing in concert.t A slight glance at the instru-
ments in the hands of the Italians even a century
later than the time of the poet's coronation,
strengthens me in the opinion that there could not
possibly have been “sweet harmony” extracted from
such a discordant family, or that counterpoint of the
most infantile description could have been applied to
such mediums of sound.

The paintings of Filippo Lippi, Cosimo Tura,
and Fra Giovanni Angelica, all of which belong to
the fifteenth century, furnish many instances of the
character, use, and manner of combining the instru-
ments of that period. Setting aside the technical
and confused nomenclature belonging to these
instruments among different peoples, and adopting
popular names, we find there were Psalteries of

* Dr. Burney’s History, Vol. I1., p. 337, quoting account published at
Padua in 1549,

t+ Dr. Burney.
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various kinds, instruments which may be likened to
a lyre, or a child’s abacus without the balls.
Tambourines in great variety, side drums, postillion’s
and huntsmen’s horns, the pipes of Pan and other
shepherds, Lutes, single, double and triple Flutes,
and a rude corded instrument of varied form, played
with a bow, from which a sustained droning sound
.was drawn. Upon comparing these sound-mediums
with those in England in the reign of Edward IV.,
and bearing in mind that Burney has told us,
“ melody itself, the child of fancy, was still held in
Gothic chains” in Italy, I am unable to discover
that the Italians were musically less barbarous than
ourselves at this period ; indeed it is not improbable
that our minstrels from an artistic point of view may
have claimed to rank first.

The Decamerone of Boccaccio has long been
regarded as a work in which the manners and
customs of the Italy of his time have been faithfully
delineated ; and doubtless this is mainly so; but a
loose description of a musical instrument is most
misleading, and there is abundant evidence of the
greatest authors and painters having had very misty
notions concerning them in general, and of Viols in
particular.* '

* In the Bible the translators have called the Nebel—which was
a Hebrew instrument of the Harp kind—a FViol. Dr. Burney has
even named the “Lira Grande” a Viol da Gamba ; in fact, with few
exceptions, the whole family of corded instruments have answered to
the name of Viol at different times among authors.
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Boccaccio mentions in the Decamerone both the
Lute and the Viol; and Dr. Burney decides that the
latter instrument was identical with that so much
used in England two centuries later, relying evidently
on the name alone. The bowed instruments of the
Italians at this date were clearly very different to the
Viol of the madrigal, whatever name it may have
passed under. They were apparently mere boxes
or sound chambers, shaped in endless variations of
squares and triangles, and consequently deviated
much from the curves a century and a half later.
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CHAPTER II.

AMONG the Princes of Italy at the time of the

Renaissance, none equalled Lorenzo de Medici
as an art patron; his patronage was at once lavish,
opportune, and judicious. Truly has it been said,
“everything great and excellent in science and art
revolved round Lorenzo de Medici.”* Though it
does not appear that he was himself a musician,
there is ample evidence of his interest in the art.
He made himself the centre of an association entitled
a School of Harmony,t consisting of fifteen members,
all of whom were men pledged to further music’s
cause. It was to the songs of Lorenzo that
Heinrich Isaac set his music, and thus first joined
the arts of poetry and music in a new and loftier
sphere. The same early and highly gifted composer
wrote the music to his patron’s religious drama, “San
Giovanni e San Paolo ” for performance within the
family circle of the Medici, and it was he who was

* Burckhardt, “ Renaissance of Italy,” Vol. I, p. 157.
1 Roscoe’s preface to his “ Life of Leo X.”
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chosen by Lorenzo as the instructor in music to his
children. At the festivals and the processions at
Florence, Lorenzo evinced much interest in their
organization, exerting himself to make them that
which they had never before been, mediums for
the education of the populace in much that pertained
to art, frequently commissioning Francesco Granacci,
the fellow-student of Michael Angelo, to superintend
their preparation. Rightly was this accomplished,
gifted, and generous art patron named “Magnificent.”
The gardens of his villa he appropriated for
the reception of the long-hidden treasures of past
ages collected by his family, and yet further enriched
by himself. Here he instituted a School of Art,
to which the greatest geniuses of the age flocked.
I cannot withhold from the reader the following
vivid and beautiful description of this spot and its
associations :—

“In a villa overhanging the towers of Florence,”
writes the austere Hallam, moved to more than usual
eloquence by the spirit-stirring beauty of his theme,
“on the steep slope of that lofty hill crowned by the
mother city, the ancient Fiesole, in gardens which
Tully might have envied, with Ficino, Landino, and
Politian at his side, he delighted his hours of leisure
with the beautiful visions of Platonic philosophy, for
which the summer stillness of an Italian sky appears
the most congenial accompaniment. As we climb the
steep slope of Fiesole, or linger beneath the rose-
wrees that shed their petals from Careggi’s garden
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the first really modern city in Europe where by the
concentration of the official classes and promotion of
commerce was formed for the first time a true capital,
where wealthy fugitives from all parts of Italy,
Florentines especially, settled and built their palaces.*
In such a city music could not but be practised
and advanced. Borso, Duke of Ferrara, was one of
the most distinguished princes of his age: he was a
great patron of the arts; and they progressed rapidly
during his rule; his people being contented
politically, they were free to give to them that
attention and encouragement which was not always
easy where the violence of parties and opinions was
strongly felt as in other parts of Italy. It is,
however, Hercules 1., the successor of Borso, that
awakens our interest. Like his predecessor, he
was fond of the arts, but the circumstance of music
receiving more of his attention gives his name a
foremost place in the musical records of his country.

It was the court of Duke Hercules that the great
Josquin honoured with his presence, and to that
famous musician probably was owing much of its
musical fame. A mass of Josquin’s bears the title
“ Hercules dux Ferrarie,” in which composition the
tenor singer has the subject, Re ut re ut re fa mi re,
the vowels in these syllables corresponding with
those in the words “ Hercules dux Ferrarie.”

The apartments devoted to music in the Ducal
Palace are described as having been singularly

* Burckhardt.
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beautiful, and particularly the large hall where
the concert was given. The arrangements were
evidently of an admirable description; nothing seems
to have been wanting to render the music as perfect
as its then infantile state (instrumentally) would
permit. The Duke had in his service a great
number of musicians, many of whom were foreign,
an extensive musical library for that period, and
special servants to attend to the music and the
instruments. It is in connection with this court that
we have probably the earliest instance of a collection
of musical instruments being formed, for we are told
the Duke had a museum in which was collected the
musical contrivances of past ages. Whenever a
concert was to take place, letters were despatched
to the several performers selected by the Duke
himself, to attend a rehearsal, which was repeated
again and again until the music was executed to
the satisfaction of the Duke and his director,
Ippolito Fiorino.*

Glancing at the instruments used at this court,
among them we find Flutes, Trumpets, Viols, Rebecs,
Lutes, Harps, Cornets, Trombones, Cithares, Dulci-
mers, &c., &c. The Viols here mentioned I can-
not but think were among the first intsruments
of their kind used in Italy, and that they were no
other than the type of instrument made by Duiffo-
prugcar, Dardelli, and others, and were of an
altogether different form to those which have passed

* Artusi’s Account.
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as Viols among the Italians at an earlier date.
These are what I have called madrigal Viols. Now,
although Duke Hercules had these instruments
mentioned among others, we are not to conclude that
they were all played at the same time. No composer
or musical director was bold enough to arrange his
music for such a medley of instruments in the
fifteenth century, nor has such a daring feat been
attempted since. There can be no doubt they were
used as before described; each class of instrument
had its particular province of accompaniment, and if
they ever were used together it could only have
been in processions, where noise was needed rather
than music.

Leaving the court of Hercules, we will pass to
that of Gonzaga, at Mantua, where the arts were
much cultivated and encouraged. It was here that
Jacques Berchem, the Netherlander, passed thirty
years of his life writing masses, motetts, and
madrigals. It was here that Dardelli, the Viol-
maker, italianised the Viol of the Mastersingers, and
at Mantua the first sounds of these instruments
were heard in the madrigals of Berchem and a few
others. There yet remains to notice the crowning
event in the musical history of old Mantua. At
Cremona was born Claude Monteverde, in the year
1568, a period when Andrea Amati and his sons
Antonius and Hieronymus were busy there with
the art of Viol and Violin making. The Viol was
the instrument that Monteverde delighted in, and
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he early became famous as one of the greatest
players. The fame of Monteverde reaching the
ears of Vincenzo Gonzaga, Duke of Mantua, led to
the engagement of the Violist by the Duke. This
Duke Vincenzo, noted as a lover of music and the
arts, is perhaps best remembered as having mur-
dered his tutor, the Admirable Crichton, in
the streets of Mantua in 1582 ; mention of which
serves to remind us of that strange blending of
crime and culture, common to the age of the Italian
despots.

Claude Monteverde appears to have entered the
duke’s service shortly after Vincenzo succeeded
to the dukedom, and he remained until the year
1612, the date of the duke’s death. @ He was
instructed in composition by Ingegneri, the Court
Chapel-master, who discovered in his pupil re-
markable abilities, which he exerted himself to
develope. He succeeded to the position of his
master at the Mantuan Court in 1603, when he
seems to have fixed his attention upon opening
up new ground in relation to corposition, which
contributed much to the complete transformation of
the art. His opera L’Orfeo was the first of its
order ever printed with music, and contains the
earliest known reference to the Violin as an orchestral
instrument. The structure of this infantile Musical
Drama, so unlike that of the modern Opera, is well
worthy of our attention. Accompaniment, in the
sense in which we understand that term, there was
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to the dukedom, and he remained until the year
1612, the date of the duke’s death. He was
instructed in composition by Ingegneri, the Court
Chapel-master, who discovered in his pupil re-
markable abilities, which he exerted himself to
develope. He succeeded to the position of his
master at the Mantuan Court in 1603, when he
seems to have fixed his attention upon opening
up new ground in relation to corposition, which
contributed much to the complete transformation of
the art. His opera L’Orfeo was the first of its
order ever printed with music, and contains the
earliest known reference to the Violin as an orchestral
instrument. The structure of this infantile Musical
Drama, so unlike that of the modern Opera, is well
worthy of our attention. Accompaniment, in the
sense in which we understand that term, there was
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as Viols among the Italians at an earlier date.
These are what I have called madrigal Viols. Now,
although Duke Hercules had these instruments
mentioned among others, we are not to conclude that
they were all played at the same time. No composer
or musical director was bold enough to arrange his
music for such a medley of instruments in the
fifteenth century, nor has such a daring feat been
attempted since. There can be no doubt they were
used as before described ; each class of instrument
had its particular province of accompaniment, and if
they ever were used together it could only have
been in processions, where noise was needed rather
than music.

Leaving the court of Hercules, we will pass to
that of Gonzaga, at Mantua, where the arts were
much cultivated and encouraged. It was here that
Jacques Berchem, the Netherlander, passed thirty
years of his life writing masses, motetts, and
madrigals. It was here that Dardelli, the Viol-
maker, italianised the Viol of the Mastersingers, and
at Mantua the first sounds of these instruments
were heard in the madrigals of Berchem and a few
others. There yet remains to notice the crowning
event in the musical history of old Mantua. At
Cremona was born Claude Monteverde, in the year
1568, a period when Andrea Amati and his sons
Antonius and Hieronymus were busy there with
the art of Viol and Violin making. The Viol was
the instrument that Monteverde delighted in, and
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he early became famous as one of the greatest
players. The fame of Monteverde reaching the
ears of Vincenzo Gonzaga, Duke of Mantua, led to
the engagement of the Violist by the Duke. This
Duke Vincenzo, noted as a lover of music and the
arts, is perhaps best remembered as having mur-
dered his tutor, the Admirable Crichton, in
the streets of Mantua in 1582 ; mention of which
serves to remind us of that strange blending of
crime and culture, common to the age of the Italian
despots.

Claude Monteverde appears to have entered the
duke’s service shortly after Vincenzo succeeded
to the dukedom, and he remained until the year
1612, the date of the duke’s death. He was
instructed in composition by Ingegneri, the Court
Chapel-master, who discovered in his pupil re-
markable abilities, which he exerted himself to
develope. He succeeded to the position of his
master at the Mantuan Court in 1603, when he
seems to have fixed his attention upon opening
up new ground in relation to composition, which
contributed much to the complete transformation of
the art. His opera L’Orfeo was the first of its
order ever printed with music, and contains the
earliest known reference to the Violin as an orchestral
instrument. The structure of this infantile Musical
Drama, so unlike that of the modern Opera, is well
worthy of our attention. Accompaniment, in the
sense in which we understand that term, there was
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none. The airs sung by the different singers were
sustained by the following instruments :—

PERSONAGGI : STROMENTI ;
La Musica Prologo Duoi Granicembani
Orfeo Duoi Contrabassi de Viola
Eurydice Dieci Viole da brazzo
Choro di Ninfe e Pastori Un Arpa doppia
Speranza . Duoi Violini piccoli alla Francese
Caronte Duoi Chitaroni
Chori di Spiriti infernali Duoi Organi di legno
Proserpina Tre Bassi da Gamba
Plutone Quattro Tromboni
Apollo Un Regale

The overture consists of eight bars for a trumpet
and other instruments. In these eight bars—but
they are long ones—are two movements. After the
close of this introductory musie, the cloth or
curtain is drawn aside, and the opera begins. La
Musica Prologo, personage number one, who is
none other than the Genius of Music, stands forth
and makes five speeches in recitative, during the
deliverance of which he is accompanied by two primi-
tive harpsichords. These speeches, like the move-
ments of the overture, are remarkable for their brevity.
In them is comprised the arguments and sundryexhor-
tations to order, not only addressed to the audience,
but to the birds of the air. Then follows a shepherd’s
speech in recitative, succeeded by a chorus of five
parts, sung to the sound of all the instruments.
There are Ritornellos, Trios, and Duets, the whole
concluding with an instrumental composition in five




THE VIOL IN ITALY. 147

parts, termed a Moresca, a kind of Moorish dance.
In the list of accompanying instruments we have
Contrabassi di Viola, the Viola de brazzo, and Duoz
Violini piccols alla Francese.

To Monteverde we owe the introduction of
pizzicato in its relation to bowed instruments, and also
rapid staccato bowing. He informs us that the novel
and formidable appearance of the latter passages in
his music so alarmed the members of his orchestra,
that they at first declined to attempt to render them,

1)
. i |
11
1

o

Ja—
S——
| D O

st

FAX —
| AN A = = =
h, N2 T -

1
I

f

It will readily be seen that this staccato, appor-
tioned between four Violists, was singularly juvenile in
comparison with De Beriot’s tremolo variations on
the Théma in Beethoven’s Septuor! But when we
think of a space of upwards of two centuries
between the examples, we are well able to under-
stand the feeling of alarm the sight of such a
passage would create in the minds of Monteverde’s
Violists.

The mention of the two Violins in this opera,
with a reference to France, has served to convert
them into a bone of contention among Fiddle
historians. M. Fétis apparently gathers from it that
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the Violin originated in France. A slight enquiry
will, in my opinion, be sufficient to show that this
belief has nothing to support it. In a work
of Lanfranco’s, printed at Brescia in 1533, the
name Violino is seen; whether it refers to a four-
stringed instrument tuned in fifths cannot be
affirmed. Leaving this an open question we will pass
to the makers. Here we have Gaspard di Salo at
work during the last half of the sixteenth century; in
Brescia also was Matteo Bente, Budiani, and
Maggini, all working before its close. Turning to
Cremona we find Andrea Amati making Rebecs
and Viols prior to 1550, and that he made Violins
shortly after that date is evidenced by those made
for the court of Charles IX., whose reign dated from
1560 to 1574. Returning again to printed matter
relative to the instrument, we see the compass of it
given in a work of Zacconi’s, printed at Venice in
1596, namely, from open G to B in the first position.

What have we to put beside this evidence of use
and manufacture in Italy on the part of France?
In manufacture, nothing whatever. As regards use
of the instrument there is no lack of evidence. We
find it at the courts of Charles IX., Henry III., and
Henry IV, ; at the latter the king’s band of twenty-
four Violins being used for dancing. At a féte at
Bayonne in 1565, dances were introduced with
appropriate instruments, among them the Violin; and
again in 1579 at the marriage of the Duke de Joyeuse
Violins were introduced to play the dances which
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were arranged by an Italian, the famous Baltzar.
The family connection of these kings of France with
the Medici, together with the intercourse between
the Courts of Italy and that of France, throws some
light upon the passing of the Violin into France.
Returning once more to Monteverde’s Opera
played at Mantua in 1607, and the Duwoi Violini
piccols alla Francese, 1 am inclined to think the
reference to France therein meant nothing more than
that Violins were to be used in the fashion of the
French, but, in place of accompanying a dance as at
Bayonne, the Character indicated in the opera
was accompanied by two Violins in a particular part
of its music. .

It is now necessary to refer again to the family
of the Medici. The encouragement given to music
by Lorenzo’s son Giovanni, both as Cardinal de
Medici and Pope Leo X., developed the art rapidly.
Pietro Aaron, a Florentine musician and writer
of Leo’s time, says, “though he had acquired
knowledge in most arts and sciences, he seemed to
love, encourage, and exalt music more than any
other.” We recognise this desire to encourage music
and musicians in his having conferred the title
of Count on a Violist named Giovan Maria Sanse-
condo. As Cardinal de Medici he had his house filled
with singers and musicians. In the year 1499 he
determined to leave Italyand pass some time in travel-
ling through the chief European kingdoms. This
resolve it is said was taken chiefly on account of the
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unsuccessful efforts which had been made to effect
the restoration of his family to their native city ; but
whatever may have been the cause of this journey
among foreign nations, the effects of. it were
certainly felt at Rome, when Giovanni de Medici
became, as Leo X., the central and ruling figure in
the famous art circle which had formed about him.
The Cardinal informed his cousin Giulio of his
intention, and it was arranged to form a party of
twelve friends for the journey. Throwing aside the
insignia of their rank, they passed through the States
of Venice, and visited most of the German cities.
On their arrival at Ulm their appearance excited
the suspicions of the authorities there, and led to
their detention; but when their quality and purpose
was made known, they were immediately sent under
a guard to the Emperor Maximilian, who received
the Cardinal with the attention to which the celebrity
of his ancestors and is high position in the Church
entitled him. The Emperor furnished him with a
passport through the German States, and also with
letters to his son Philip, then governor of the Low
Countries. In Flanders they were received by
Philip with much hospitality and magnificence.
The Cardinal and his friends afterwards passed into
France, visiting every place deserving of notice, and
examining whatever was remarkable.

The knowledge he obtained of the manners and
customs of the different nations on this journey, from
personal observation, could not have been otherwise
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than most valuable to him. In passing through the
States of Venice it is more than probable he saw
much that was worthy of imitation in relation to art,
for it was then the Venetians were proving them-
selves able to encourage and appreciate all that the
Renaissance had brought with it; their hitherto
apparent indifference to its teachings was then being
atoned for in their eagerness to accept them in all
their fulness. In music this was singularly so, and
Cardinal Medici at Venice doubtless listened often to
finished combinations, resulting from those elements
with which he was familiar in boyhood, when Isaac,
Josquin, and Obrecht visited Florence. The part
played by the Venetians in relation to the Viol will
be noticed later. It is only necessary to remark
here that it was of a character sufficient to strike
an observer as superior to anything with regard to
it outside the Venetian States.

In visiting Germany and the Court of the
Emperor Maximilian, the Cardinal was made
familiar with the depth and extent of German
musical progressiveness: whether it was brought
about more by the influence of the musicians of the
Netherlands than of Germany, we need not stay to
enquire. It is sufficient to know that all that was
great in music was more or less associated with the
Viennese Court at this period. I have seen it some-
where said that the presence at the University of
Vienna of the young Duke Francesco Sforza of
Milan contributed to the cultivation of music at that
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seat of learning.* I am inclined to believe, how-
ever, that the young Duke received there more
valuable musical knowledge than he himself intro-
duced among the Viennese. In taking this view of
the condition of German music as compared with
that of Italy at this period, the assumption neces-
sarily follows that the Cardinal de Medici at Maxi-
milian’s Court increased his acquaintance with the
art. In Flanders again the Cardinal could not have
failed to observe the high cultivation of the art, the
grouping and use of instruments, its social and
ecclesiastical music. In his round of courtly visits
it is highly probable he presented himself at the
Court of Réné, the second Duke of Lorraine, where
Music would seem to have ruled continuously.

That his acquaintance with the condition of
music throughout the different European Courts
must have been greatly increased on this journey,
scarcely admits of doubt, and it is reasonable to
suppose that he, as an admirer of the art, would take
particular note of anything in connection with it he
may have deemed worthy of imitation. Upon his
return, and immediately after his elevation to the

* The Milanese Court, at this period, over which Francesco’s
father, Ludovico, ruled, is said to have been the most brilliant in
Europe since that of Burgundy had ceased to exist. The presence
there of scholars, poets, artists, and musicians, has served perhaps, to
give colour to the assumption that Duke Francesco carried to Vienna
much of this culture ; but whatever may have been the condition of
the arts in general at Vienna, I do not think music was less
cultivated there than at Milan.
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Papal chair, there seems to have been a great
addition made to the body of foreign musicians in
Italy, and a general stir in musical life there. Unfor-
tunately the records of the Pontifical Chapel were
destroyed at the burning of the city by the army of
Charles V.; we are thus deprived of much valuable
information which these documents would have
supplied relative to music of the time of Leo X.;
nevertheless, the information we have—disjointed,
and often but slightly bearing upon the art—points
to a development in which Leo took no unimportant
part, and also to his journey amid Courts where
music flourished having influenced such develop-
ment,

Leaving the subject of the Papal Court and its
music, with the intention of returning to it later, we
will travel to Venice, which the historian Sansovina,
writing about the middle of the sixteenth century, has
rightly described as one of the most musical cities of
Italy. Throughout the Venetian States generally
at this period music was much cultivated. At
Vicenza, some forty miles from Venice, in 1565 there
existed a Philharmonic Society, which was later incor-
porated with another at Verona, where a sumptuous
edifice was raised specially for the meetings of the
Society, which were attended by the nobility and
gentry of the city.

Upon setting foot in the city of the Doges, our
first enquiry, like that of most visitors, is for the
famous Piazza of St. Mark ; there is, however, an
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essential difference of motive between the enquiry
of a non-musical and a musical visitor; the one
regards the Square as a centre of sights, the other
as having on its east side a pile of buildings teeming
with historic music-lore, round and about which have
moved men whose memories will never die whilst
music lives. The palace of the Duke and the
Doge, the granite columns of St. Mark and St.
Theodore, are all as nothing to him who seeks the
basilica of St. Mark, there to muse over the
musical worthies who trod the pavement of the
sacred edifice, and shed such lustre upon their art.
Here it was that Adrian Willaert ruled as Chapel-
master, and made his choir envied throughout Italy.
It was here that Willaert’s pupil Zarlino succeeded
to the Chapel-mastership in 1565; and the same
post was held by Monteverde in 1613. In and
‘around the edifice must have often wandered
Stradella, Lotti, Scarlatti, Vivaldi, and many more
whose names it would be easy to recall were it not at
the risk of fatiguing the reader: there is, however,
one other which must not be omitted, namely,
Domenico Dragonetti, who played in the Chapel
orchestra, and where at this hour is the Gaspard
di Salo Contra-bass, the tones of which men now
living remember to have heard frequently sounded
by Dragonetti in the sonatas of Corelli, in conjunction
with our Robert Lindley. Having quaffed some-
what deeply of the cup of sentimentality supplied by
the memories of those associated with the interior of
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the building, it is full time to continue our course of
enquiry outside, in relation to the musical past of
Venice. Upon reaching the square of St. Mark,
and turning again to look upon the sacred pile, its
architectural beauties momentarily deaden our
musical ardour, and reminds us of Ruskin’s verbal
harmonies in which the wondrous building is likened
unto a vision rising out of the earth, ‘““and all the
great square seems to have opened from it in a kind
of awe, that we may see it far away—a multitude of
pillars and white domes, clustered into a long, low
pyramid of coloured light ; a treasure heap, it seems,
partly of gold, and partly of opal and mother-o’-pearl,
hollowed beneath into five great vaulted porches
ceiled with fair mosaic, and beset with sculpture
of alabaster, clear as amber and delicate as ivory.”*

* ¢ Stones of Venice.”




Section B.—The Biol in Etalp.

CHAPTER IIL

N Coriat’s Crudities we have an interesting
account of music the author heard at Venice in
1608, and therefore five years prior to Monteverde
becoming master of the Chapel of St. Mark. At
St. Mark’s Church, he tells us, he heard “ the music
of a Treble Viol, so excellent that no man could
surpass it.” He also relates that he was present at
a musical performance in Venice, given in honour of
St. Roche, which so delighted him that he would
have gone a hundred miles to hear it: he quaintly
proceeds to inform us that “This feast consisted
principally of music which was both vocal and
instrumental, so good, so delectable, so rare, so
admirable, so super-excellent, that it did even ravish
and stupefy all those strangers that never heard the
like. But how others were affected with it I know
not ; for my own part I can say this, that I was for
the time even rapt up with St. Paul into the third
heaven. Sometimes there sung sixteen or twenty
men together, having their master or moderator to
keep them in order; and when they sung, the




Specimen of Tablature

Printed by Petrucci, 1509.



M. Fétis, in his Notice of Petrucci, says :—* Dans I'année 1509, on
ne trouve gu'un seul ouvrage sorti des presses de Petrucci; il a pour
titre: ¢ Tenori e contrabassi intabulati col sopran’ in canto figurato
per cantar e sonar col lauto Libro Primo.  Francisci Bossinensis
Opus;’ Ce qui signifie que la partie de soprano est écrite en notation
ordinaire pour étre chantée par la voix, tandis que le ténor et la basse,
Ccrits en caractéres de tablature sont joués sur le luth; enfin, que
'ouvrage a été composé par un certain Frangois né dans le Bosnie,

et dont le nom de famille n’est pas indiqué.”

I am unable to understand the term “ Contrabassé” being applied
to the voice, and cannot but think the reference is to instruments
collectively of the type of the Violono and the Accordo. The tablature
is interesting as evidence of its application to instruments earlier
than noticed in the work of Ganassi, 1543 ; which is nineteen years
earlier than Wolf Heckel’s book on the Lute, published at Strasburg
in 1562 ; which again is eight years earlier than that of Adrian

Le Roy.
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instrumental musicians played also. Sometimes six-
teen played together upon their instruments, ten
sackbuts, four cornets, and Viols da Gamba of a
extraordinary greatness;* sometimes ten, six sack-
buts and four cornets; sometimes two, a cornet and
a Treble Viol. Of these Treble Viols I heard three
several there, whereof each was so good, especially
one that I observed above the rest, that I never
heard the like before. Those that played upon the
Treble Viols sung and played together, and some-
times two singular fellows played together upon
Theorboes (a lute with two necks), to which they
sung also, who yielded admirable sweet music, but
so still that they could scarce be heard but by those
that were very near them. These two Theorboists
concluded that night's music, which continued three
whole hours at the least, for they began about five
of the clock, and ended not before eight. Also it
continued as long in the morning; at every time
that every several music played, the organs, whereof
there are seven fair pair in that room, standing all
in a row together, played with them.”

It was at Venice that the Aldo of music, Petrucci,
set up his press for printing from moveable
type, about the year 1495 : the beauty of the work
executed by this first of music printers is seen in the
masses of Josquin, Obrecht, Isaac, and others, which
are preserved in the chief European national
libraries. = The music bibliographer idolises the

* He refers, no doubt, to the full-sized Italian Double-bass.
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editions of Petrucci in the same degree as the
bibliographer does those of his contemporary Aldo
Manuzio. Itis, however, the great impetus this press
gave to music which mainly concerns us. The same
complaint must have been uttered by the lovers of
music as that of the lover of books, before the inven-
tion of printing, as to the great cost and inconvenience
of manuscript copies. By the aid of Petrucci com-
posers reached the multitude, and thus caused
a new life to be given to the social branch of the
art.

The publication of social vocal music, from the
pens of eminent composers whose abilities had
hitherto been devoted to ecclesiastical works, at once
extended the cultivation of this home music. These
publications were soon followed by others in con-
nection with instruments. In 1507 and 1508 the
Venetian press printed four books in tablature on
the Lute, and in 1509 vocal music with tablature for
Tenors and Double Bass, a fac-simile of which is
given in this volume,

This tablature appears to me to be of some
historical value, since it is the earliest of the kind I
have found any account of. The Tenors referred to
may be Tenor Viols of the Viol da Gamba form, but
I am inclined to believe the instruments indicated were
the large tenors with deep sides resembling diminutive
Violoncellos.* I am not aware that any of these

* In Monteverde’s Opera, L'Orf¢0, mention is made of Contrabasse
de Viola, and may refer to these instruments,
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instruments have come down to us in their original
state. Many have been destroyed for the purpose
of repairing old Italian Violins, and others have
been converted into Violas by reducing their sides
and removing their heads, which were made to carry
five or even more pegs, but beyond this the head-
piece was, in Fiddle physiology, pre-Adamite, and
therefore wholly unsuited to pass current with others
of a higher development. Returning to the subject
of the tablature, the reference on the title-page to the
Double Bass is perfectly clear, and I am inclined to
believe relates to an instrument larger than the
Violone, which name has long been associated with
the Double Bass of the Italians. We have ocular
proof of the existence at an early period in Italy of
Double Basses of two sizes in the instruments them-
selves, the smaller of which I regard as the Violone
of the sixteenth century.

It is here that our enquiries lead us into a field
of Italian Viol history, from which we get more than
a glimpse of Italian Viol development. With the
opening of the sixteenth century appears to be
associated that which, for the want of a better name,
I will call the Italian Reformation of bowed instru-
ments. The rapid spread of this reformation speedily
caused the crop of incongruities which sprung from
the Gothic Viol germ to run to seed in museums
like that of Hercules, Duke of Ferrara. That this
bowed instrument reformation had its rise in the
coming to the States of Venice of the Netherlander
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and his Madrigal, is the opinion I have formed after
tracing the course taken by both instruments and
music at this date.  Very shortly after the madrigal
appeared in Italy, the Viol manufacture—which had
been chiefly carried on at Mantua, and consisted in
reproducing Viols of the class common among
Germans and Lowlanders—gave way to the Viols
wholly of Italian design. The original of this
type of instrument appears to have been the large
Italian Double Bass, in which we see clearly the
curves afterwards common to the Violin family of
instruments. In the upper, lower, and middle bouts,*
we observe the lines which have been retained for
nearly four centuries. It is rare to see an Italian
Double Bass with the upper sides shaped as here
indicated, but they were all made so unquestionably,
and were altered to the shape we now see them
when frets were dispensed with, and the higher
positions of the instrument began to be used. In
the sound-hole again we discover evidence of new
ideas. No longer is its back turned to the bridge—
as seen in the Viol da Gamba to the end of its days—
but it faces that important member of the body with
an air of grace and ease. Neither is it cut like that
of the Viol da Gamba, simply as a hole for the
emission of sound, regardless of the shape and
manner of setting having considerable influence on
the quality of tone. It was shaped with a singular
power of elegance, utility, and design: a combination
* Sides.
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of greatnesses solely belonging to the Italians at
the period of the Renaissance.

The next creation appears to have been the
Tenor for the knee, of two or more sizes, with deep
sides and backs, frequently modelled. The largest
of these instruments were reduced to Violas in many
ways. Next came the averaged-sized Italian Tenor,
followed very shortly after by the Violin in its
Italian form. The Viol da Gamba seems to have
been the only instrument belonging to what I term
the Gothic branch in Italy, not laid aside, since;
it is evident the Viol da Gamba was made in
Italy until towards the end of the seventeenth
century. This at last gave way to the Violoncello,
which was not introduced until long after the smaller
Italian Tenors had beenin use. It seems to be clear
that these were the instruments used by the Italians
in their Churches and in their homes, and that they
made but little use of the Gothic type of Viol,
with the exception of the Viol da Gamba, which was
common to the end of the seventeenth century in
England, and probably later in France, Germany,
and the Low Countries.

In seeking for music published in Italy, early in
the sixteenth century, relative to Viols, we have
mention of a most ‘interesting work, which serves
to enlighten us upon the condition -and character
of these instruments. The book I refer to is that of
Silvestro Ganassi on the art of playing the Viol,
published at Venice in 1543. It is divided into two
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parts ; the first treats of the fretted Viola, which at
once proves that Violas, like Lutes and Guitars, had
frets at this date. The second part teaches how to
play the fretted Double Bass, which shows that the
notes on these instruments were also mechanically
divided; but on the title of this curious work we
have yet further interesting information, for it states
the book treats of the effect of the false, jus¢, and
middle string)* which 1 take to mean the back,
natural, and first position on the finger-board.
Here we have a distinct indication of progress in
the knowledge of positions. It further states that
the work teaches how to place the frets in dzferent
ways, which points to different methods of tuning the
open strings,t but the last few words on the title are
even more interesting : these are, that the book is
suitable also to those who play the Viola without
Jfrets. Here we have a distinct reference to Violas
Fiddle-fashion, and therefore an indication of the
coming of the Fiddle to the Viol. In the early pages
of my book I have remarked in effect that it may
seem but a flight of the imagination to regard the
juggler’s Fiddle as having been instrumental to the
domination of the Viol, and likewise as having
dethroned it, and becoming itself the king of
instruments; but it is here that we appear to

have evidence bearing on this change of fortune.
* The words used are corda falsa, giosta, et media.
t In England we appear to have had, a century later, a repetition

of this variety of tuning, in Viols tuned “Lyra way” and for
“ consort.”
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The book of Ganassi has reference mainly to
fretted Viols, but notices Viols without frets in a
manner indicative of their having been but recently
used. Now, although the book is dated 1543, we
may conclude the adoption of Viols without frets
probably took place about the beginning of the

_century. In taking this view, much weight is given

to the opinion that the Italian Violin made its
appearance early in the sixteenth century, since the
Viol without frets was but the introducer of the
wandering Fiddle—from whom it borrowed its
finger-board—to the refined society of the Viols.
To render association possible, however, it was
necessary to re-habilitate the wandering Fiddle, and
this was accomplished by giving it the garb of the
Italian Viola, and henceforth it took its place beside
it as its diminutive, The Violin.

In continuing our enquiry relative to early
Italian music, the writings of the famous Contrapun-
tists, Andrea and Giovanni Gabrielli, next claim
our attention. These composers occupy a prominent
place in the annals of their art. Andrea was the
pupil of Willaert, and became organist of St. Mark’s.
Giovanni, the nephew and pupil of Andrea, also held
the same post. To them appears to belong the
honour of having been the earliest Italian composers
who gave back to. Germany and the Low Countries
their music polished with the musical art of Italy,
or through themselves and their pupils, Heinrich
Schiitz, Michael Pratorius, and others.
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Andrea Gabrielli published at Venice, in 1565, a
collection of sacred songs or motetts for five voices
and instruments. This appears to be one of the
earliest sets of compositions of this character specially
adapted to instruments; but long prior to this date
the madrigals of his master, Adrian Willaert, were
used instrumentally in connection with the reformed
Viol of the Venetians, though specially written for
. voices., The same composer published, in 1586, a
Sonata for five instruments, and, in conjunction with
Giovanni Gabrielli, a collection of nine books for
several instruments; but our interest is chiefly
awakened in a composition consisting of Church
madrigals of Giovanni Gabrielli’s, in which we have
mention of the Violin. This collection was pub-
lished at Venice in 1587, and it has already been
noticed in Section I; we thus appear to have
an earlier reference to the Violin than is furnished
in Monteverde’'s L’Orfeo. Besides the works
mentioned in connection with instruments, there
were others by Marini, Gastoldi, Rovigo, Trussio,
and others.




Section B.—The Biol in Etalp.

CHAPTER 1V.

E must now return to Rome, over which a
“sea of troubles” had swept since we left it

with Giovanni de Medici in the Papal Chair. The
Vatican no longer resounded with song and music,
the echoes of which were heard through the
city as a call to joy and gladness. Its doors
were no longer open to all the poets, scholars,
singers, and buffoons of Rome. Raphael was no
longer immortalizing his munificent patron and his
Cardinals by painting their portraits on its walls.
Pomp and pagentry had given place to woe and
desolation. Amid the worldliness of Leo’s Court
insufficient heed was taken of the storm-laden clouds
which had been gathering in Germany and Switzer-
land. "Leo’s successor, however, the ship carpenter’s
son of Utrecht, who ascended the throne as Adrian
XI., failed not to observe that they were fast rolling
towards the Eternal City, and hoped to avert the
threatened danger by reversing the course of his
predecessor. Painters, poets, and musicians, together
with the vast retinue of servants belonging to the
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Vatican, were with a stroke of Adrian’s pen dismissed.
The art galleries of Rome were closed and barred,
and thus it was sought to re-kindle that spiritual life
of which few embers remained, and silence the roar
of Luther’s thunder.* Such sweeping reforms, how-
ever, were not in conformity with the taste and
feelings of the Roman citizens, and when another
Medici succeeded Adrian as Clement VII., they
looked forward to a return to a court like that of his
relative. Meanwhile the storm had been lashed into
a tempest, and burst over Rome in the year 1527,
when, for more than nine long months the city was
abandoned to some thirty thousand brigands
bearing arms in the name of the Emperor Charles V.
The Pope, a prisoner in the Castle of St. Angelo,
from the windows of which he could see the flames
shooting high into the air, from some of the grandest
monuments of European art. Benvenuto Cellini—
artist and musician—a soldier, defending the city
walls and killing the Duke of Bourbon in his

* Carlyle, in speaking of this period of Italian history, was not
likely to do so without saying something indicative of his want
of sympathy for the arts. “Italy put up silently with practical lies
of all kinds ; and, shrugging its shoulders, preferred going into Dilet-
tantism and the Fine Arts. The Italians, instead of the sacred service of
Fact and Performance, did music, painting, and the like :—till even
that has become impossible for them ; and no noble nation sunk from
virtue to vir¢3, ever offered such a spectacle before. He that will
prefer Dilettantism in this world for his outfit, shall have it; but all
the gods will depart from him; and manful veracity, earnestness of
purpose, devout depth of soul, shall no more be his.”—* History of
Frederick the Great.”
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attempt to scale them. Raphael, who had lived,
loved, and laboured amid the city churches and
palaces, and who fed on the hope of seeing Rome
raised again to all its pristine splendour, was happily
spared the sight or knowledge of this terrible
scene.

The Sack of Rome precipitated the counter
Reformation, in the heat of which the art of music
passed through one of the most critical periods of
its history : hence the interest which belongs to this
exciting page of history from a musical point of
view. The reaction had the effect of shaking theart
to its very foundation. The desire of the counter
reformers to appease the wrath levelled at their
Church by Zwingli, Luther, and Calvin, seemed
likely to lead them to extremes in the matter of the
reform of their musical service. What might have
been the action of the counter reformers at Rome
had the German protestant leader been of the same
mind as those of Switzerland with regard to music,
is not difficult to perceive. With Calvin’s model of
Church government alone before them, with neither
organ nor choral service, they would in all probability
have brought about in Rome a return to the barbarous-
ness of the music which, as before said, “fell into
the fancy or observations of a poor friar, in chanting
his matins.” Happily Luther regarded music as
“one of the fairest and most glorious gifts of God,”
and near allied to divinity, “and was not ashamed
to say that, except theology, no art is comparable to
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music,” and he adhered to the use of the organ and
other instruments in the service; which not only
effectually checked the retrograde steps at Rome in
relation to music, but largely influenced the opening
up of a new school of Italian musical art.

As before remarked, the records of the Pontifical
Chapel were lost at the burning of the city; leaving
us therefore in ignorance of much concerning the
music of the Papal States at this period. Certain
it is, however, that Goudimel, in opening the music
school at Rome, about the middle of the sixteenth
century, was making ready the cradle for the recep-
tion of the wreck of Ecclesiastical Music, launched
and manned by Netherlanders in a past age. Right
well did he perform his task! When the wreck was
cradled, it fell to the genius of the immortal
Palestrina to modify its original design in accord-
ance with the spirit of the times.

About the period of the Venetian transformation
of the Fiddle into the Violin, Palestrina was
pursuing his studies in the school of Goudimel, and
teaching the choir boys of St. Peter’'s. Among the
fellow-students of Palestrina were Nanini, and
Alessandro Romano, surnamed Alessandro della
Viola from his great skill upon that instrument.
Later he became a member of a monastic order,
choosing the martial name of Julius Casar—surely
that of Nero would have been a better selection,
since %e was both martial and musical, and it is even
said played the Fiddle, a statement I am unable to
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reconcile with the condition of Roman music in the
early years of the Christian Era.

Our journey through the cities of Italy in search
of information relative to our subject must end at
Naples, a city rich in music-lore, but of a character
far less interesting to us than that of those we have
already visited. It was here that the Netherlander
Tinctor came, at the call of King Ferdinand, in
1487, and founded the School of Music. The
outcome of this event in the musical history
of Naples, during the next hundred years, we
need not enter upon, but pass on to the Prince of
Venosa, who, though an amateur, was one of the
earliest of Neapolitan composers. His madrigals
were not only popular in Naples, but throughout
Italy. He was skilled in the use of several instru-
ments, but more particularly of the Lute. In his
palace he founded an academy, and in many ways
contributed to the progressiveness of the art he
loved. It was in the neighbourhood of Naples that
the painter, poet, satirist, and musician, Salvator
Rosa, was born. That this extraordinary man
exercised his musical abilities to some purpose is
gathered from the popularity of his music, which
the “spinners and knitters in the sun did use to
chant” This serves to remind us of the reference
Evelyn makes to the Neapolitan's love of music.
He says, “The country people are so jovial and
addicted to music that the very husbandmen almost
universally play on the guitar.”
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For information relative to the progress of
instrumental music at Naples, the work of Scipione
Cerreto, entitled “ Della Prattica Musica, Vocale e
Strumentale,” published in 1601, contains much
that is interesting. This work was issued but six
years prior to the production of Monteverde’s opera
L’Orfeo, in which, as already noticed, the Violin is
used ; and earlier instances of its use have also been
given. Yet Cerreto makes no reference to the
instrument, from which it would seem that it had no
place in the music of Naples, unless it was in that
of street minstrelsy, and therefore beneath the
writer’s notice. ‘




Section BE—The Biolin in Xtalp.

CHAPTER L.

ITHERTO our references to the music of the
Violin have been but tentative. It is not until
we reach the early years of the seventeenth century
that we are able to gather information of the Violin
taking a part in any way worthy of the title Solo. It
is now that its great future begins to be foreshadowed
in the works of men whose names are for the most
part unfamiliar to us. How few Violinists have
heard the name of Paolo Quagliati! Yet to him is
traceable probably the first solo for the instrument,
which he called a Zoccata, having an accompaniment
for a large Lute. To describe this Toccata as a Violin
solo is, perhaps, not unlike calling the Marquis of
Worcester’s infantile engine a locomotive, since the
disparity is as marked between Quagliati’s Violin
composition and the solos of Corelli, as between the
machine of the Marquis of Worcester and that of
George Stephenson ; yet, withal, the Toccata is the
earliest known example of the Violin solo.
Biagio Marini, a native of Brescia, appears to have
written specially for the Violin, and to have aided the
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development of its music greatly. Itis, however,
Carlo Farina, of Mantua,born about 1580, to whomwe
seem to owe the earliest instance of solo-writing from
- pen of a Violinist. Farina held the position of solo-
Violinist at the Court of Saxony, and in 1627 pub-
lished at Dresden a collection of Galliards, Courants,
&c.,* the best portion of which is appropriately -
named “ Capriccio Stravagante,” wherein the Violin
is made to imitate the braying of an ass and other
sounds peculiar to the animal kingdom, as
~ well as the fife of the soldier and the twang-
ing of guitars. This, it must be confessed, is not
high art, and points to a disposition on the part
of the Violin to return to its old companions of the
Fiddle. Perhaps we ought not to expect to find at
this stage of its independence that punctiliousness
associated with its behaviour when in the company
of the Viols, and we must also bear in mind that
Corelli had not yet taught it to be dignified even
though engaged in playing a jig.

Giovanni Battista Fontana supplies us with the
earliest indication of the removal of the Violin as a
solo instrument to a higher sphere of composition.
In 1641 was published at Venice eighteen sonatas
with accompaniment for two or three Violins with
Bass. This work is noticed by Wasielewski in “Die
Violine,” Bonn, 1873, as also many others I shall have
occasion to refer to. Mauritio Cazzati, a native of
Mantua, is mentioned by Roger North as the com-

* Copy in the Dresden Library.
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poser whose writings were imported into England in
Charles Il.’s time by “divers societies of a politer
sort, inquisitive after foreign consorts.” The follow-
ing work with others is mentioned by Dr. Rimbault
as preserved at Oxford: “Il secondo libre delle
Sonate a tre, due Violini e Violone, con il sue Basso
continuo, Bologna, 1648.”

Giovanni Legrenzi, born at Bergamo, about
1625, Chapel-master of St. Mark’s, Venice, com-
posed several sonatas in connection with the Violin,
It was Legrenzi who remodelled the Chapel
orchestra of St. Mark’s about 1670, in which he
introduced eight Violins, eleven small Violas or
Violettes for the second and third parts, two ordinary
Tenors, three Viols da Gamba, and Double Bass.
Passing to Giovanni Battista Vitali, born at
Cremona about 1644, we have several compositions
for stringed instrumentsfrom his pen, fourteen of which
are published, and others left in manuscript; these
are chiefly interesting from their early dates and
titles. Op. .1, published in 1666, Balletti, Corrente-
gighe, Allemando, which is an early mention of
such movements. Op. 3 we have besides Balletti-
Correnti alla francese; and again, Op. 10, Varie
Sonate alla francese ed all'ltagliana. These
references to French music point to the style being
popular out of France, and evidence an appre-
ciation of that light kind of music which Lulli
introduced in his operas to gratify the taste of
Louis XIV. Vitali is another of the Italian com-
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posers whose writings were introduced here in the
reign of Charles II.

Tomasso Antonio Vitali, born at Bergamo about
1650, was the famous Violinist, and must not be
confounded with Giovanni. It was Tomasso who
wrote the chaconne which Joachim first played at
the Monday Popular Concerts in 1870.

It is Gregorio Allegri, the pupil of Nanini, who
next claims our notice. Nanini was the pupil of
Goudimel, and fellow-student with Palestrina, men-
tion of which serves to heighten our interest in
Allegri, the composer of the earliest string quartett.
This composition, Dr. Burney remarks, “does not
manifest any great progress which the Violin tribe
had made towards perfection. The celebrity and
importance which this family has acquired, since it
may be said to have gvf #p in the world and made
so much noise everywhere, may excite curiosity in
its admirers about its manner of gozng on and passing
its time.” On this account alone the quartett is
valuable. Mr. Hullah, in his published lectures,* has
given the Andante in modern notation.

Giuseppe Colombi, of Modena, published Sonatas
for two Violins and a Bassetto in 1676, besides other
compositions in which the Violin is concerned. This
Bassetto 1 am inclined to regard as the small Violon-
cello, which most of the great Italian makers made
together with large ones. It was Colombi who
succeeded Bononcini, the father of Bononcini the

* “ Transition period of Music.”
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opponent of Handel, as Chapel-master to the Duke
of Modena. Another composer for the Violin, who
held the same office at Modena, was Marco
Uccellini, to whom is given the credit of having
developed the powers of the bow in a manner before
unknown. Giovanni Nicolai, an Italian musician,
connected with the court of the Duke of Wurtem-
burg, published at Augsburg, in 1675, twenty-four
caprices for four Violins with thorough-bass, besides
other Violin works. Bassani, born at Padua about
1657, was the conductor of the Cathedral music at
Bologna for some time, and also at Ferrara. His
compositions consist chiefly of operatic and sacred
music. Among those for the Violin are * Sonate da
Camera, cio¢ balletti, correnti, gighe e sarabande, a
Violino a beneplacito, opera prima, Bologne dodici
Sonata a due Violini e Basso op. 5.” Giuseppe Torelli,
born at Verona, introduced the Concerto da Camera,
the form of composition in which Corelli and Handel
were so succ<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>